IIamamu doxmopa Jlyxaca Puxmepa, 
uccnedoeamela anmuYHott 
u 6uzanHmuUlicKOou mMYy3bLKU 


In memoriam of Doctor Lukas Richter, 
scholar of antique and Byzantine music 


Hactosmjan 6pomopa mpezctaBriaeT coboH HayuHoe coobmeHnue, 
TipeqHasHaieHHoe AIA yuacTHUKOB Kpyzlozo cmoa πὸ mpoOmemam <«[uMHO- 
rpacduueckHx ΚΔΗΡΟΒ M UX My3bIKaIbHOM TpaKTOBKY B BH3aHTUMCKOM ΠΕΒ- 
yecKOM HckyccTBe», BKIOUeHHOrO B IporpammMy XX Mex yzyHapogHoro Kox- 
rpecca BugsaHTuHUcToB (19-25 asrycta 2001 roga, Ilapux). B ocnose 
my61ukKyeMmoro coobleHHA MexaT dakThI McTOPUN BUSAaHTUMCKOM My3bIKK 
IV-IX croneruu, KoTophie He ΠΟΠΗΙΒΔΙΟΤΟΙ͂ yOequTeIbHOMy OObACHEHHHO ὁ 
TOUKH 3peHUA COBPeMeEHHBIX XPOHONOTMYeCKHX MpescraBienuh. 


This brochure is intended for the participants in the round table, 
«Hymnological genres and their musical treatment in Byzantine chant». 
The round table is included in the program of the XXth International 
Congress of Byzantine Studies (19-25 August, 2001, Paris). At the basis 
of my argument in this brochure lie facts from the history of Byzantine 
music of IVth-IXth centuries which do not agree with the currently 
dominant notion of the chronology of events. 
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§ 1. Tesuc 


Uuran B Canxt-Ilerep6yprekoH KoHcepBaTOpAHn Kype 
«BusanTuicKou My3bIKaIbHOK ΚΥΠΡΤΥΡΡΙ», yoke Ha OJHOM M3 
TlepBbIX ποκα A BLIHYKAeH KacaThCA HCTOpMyecKoN MepHo- 
qusallMn. DToro TpeOyiT He TOJIBKO MeToaMUecKHe 3aBeThl «OT- 
JOB» Tesarorukv, HO M cTpemMseHHe H3IOHKUTh cofseprKaHne 
Kypca B (popMe, HanGoulee ΠΟΠΗΟ cooTBeTcTByWWeh CBUAeTeIIb- 
cTBaM MUcTOUHUKOB. HM syecb cpasy Ke BOSHUKACT lean cepHa 
προῦπθϑμ, HallpAMy!0 CBASAHHBIX C cCOBpeMeHHBbIMK HaydHbIMA 
ipeycTaBsleHHAMU οὔ ucTOpuu αὶ XpoHOJIOrMH BUsAaHTMACKOn 
MYSBIKH. 

JlelicTBuTeIbHO, caMble paHHve M3 HMeIONIMxXCcA B pacrio- 
PAXKeHMM YYeHbIX MCTOUHMKOB, wsyueHHe KOTOPBIX cmoco6HO 
ccpOpMHpoBaTh cyxKeHHe οὔ oco6eHHOCTAX 3ByuaBllel ΜΥ8ΡΙ- 
KM, JAaTUpyIOTCA ΤΟΙ͂ΡΚΟ py6exxom IX—X BB. 3To NATE ΠΟΒΈΘΟ- 
ΚΗ͂Χ pykomMceH, 3alMcaHHbIx B pasHOBHAHOCTAX MasleOBM3aH- 
ταϊοκοῦ ποτα. ΟΡ ΠΗ Hux ΠΘΡΒΡῚΘ ΤΡΗ͂ — B Τκ HasbIBaeMou 
wapmpcxoil, a ΒΘ ΟΟΤΆΠΡΗΡΙΘ — B κοαποηοδοκοῖ!: 


1 Cu.: Thibaut J-B. Monuments de la notation ekphonétique et 
hagiopolite de l’église grecque. St. Petersburg, 1913. Hoeg C. The 
Hymns of the Hirmologium I: The First Mode. The First Plagal Mode. 
Kopenhagen 1952 (Monumenta Musicae Byzantinae = MMB). P. XIV. 
Palikarova Verdeil R. La musique byzantine chez les Bulgares et les 
Russes (du IX* au XIV° siécle). Kopenhagen 1953 (MMB. Subsidia 
Ill). P. 112. Strunk O. Specimina notationum antiquorum. Kopenhagen 
1965 (MMB VIII) 7, 11-15. MparmenT eToH pykonucn, pupeseHHE i 
B Ilerep6ypr 8 XIX sexe Ilop@upvem YcnexnckuM, xpanutes B Poc- 
εὐδοκοῦ HanmoHanbHOM GOubmMoTeKe TOA mudpom I'pevecraa 361; ero 
onucanne cm.: Tepyman E. Tpeseckue My3biKalbHble pyKonucn Πε- 
tep6ypra. T. I. Cauxt-Iletepoypr, 1996. C. 49-50. Cm. Taxoxe: OH 
ee. B moucKax NecHoneHun Tpeuecxoi Uepksu. Tlopd@upui Yeuex- 
ckul uM ero KoMMeKIMA rpeiecKux MYy3bIKAJIbHBIX pykonuceit. CaHKT- 
Ilerep6ypr, 1996. C. 107, 112, 118, 119, 125-127. 


§ 1. Thesis* 


When presenting a course on «Byzantine musical culture» 
at the Saint-Petersburg Conservatory, I am forced in one ΟἹ 
my first lectures to deal with the problem of historica: 
periodization. I must do this not only because it is demandec 
by the methodical precepts of «the fathers» of pedagogy, bu' 
also due to my aspiration to state the subject of the conse ir 
a way, that most corresponds to the evidence. A whole set o: 
problems arise at this point. These problems are closely relatec 
to the modern scientific conception of history and the 
chronology of Byzantine music. 

The earliest sources that scientists have at their disposal 
the study of which becomes a basis for forming an opiniol 
about the particularities of sounding music, are attributec 
to the late IXth — early Xth centuries. These sources ar 
five chant manuscripts, written in varieties of Palae-Byzantin: 
notation. First three manuscripts are written in a so-callec 
Chartres notation, and the last two — in Coislin notation: 


* I sincerely thank my friend professor Peter Weisensel (Macaleste 
College, St. Paul, Minnesota. USA) for editing the English text. 

1 Thibaut J.B. Monuments de la notation ekphonétique et ha 
giopolite de l’église grecque. St. Petersburg, 1913. Heeg C. The Hymn 
of the Hirmologium I: The First Mode. The First Plagal Mode 
Kopenhagen 1952 (Monumenta Musicae Byzantinae = MMB). P. XIV 
Palikarova Verdeil R. La musique byzantine chez les Bulgares et le 
Russes (du IX° au XIV® siécle). Kopenhagen 1953 (MMB. Subsidia III 
P. 112. Strunk O. Specimina notationum antiquorum. Kopenhage 
1965 (MMB VIII) 7, 11-15. A fragment of this manuscript, brougl 
to Saint-Petersburg in the XIXth century by Porfiry Uspensky, is no 
held in the National Russian Library with press-mark Ipevecxas 36; 
see its description in: Tepyuman E. Tpeyeckue MysbiKasbHbie PyKoMUc 
Terep6ypra. T. 1. Canxt-Ilerep6ypr, 1996. C. 49-50. See more abor 
it: Idem. B nouckax mecnonenni T'peueckoit Iepxsu. Nopdupuit v 
neHcKMit UM ero KomMeKIMA TpewecKUx MY3bIKaJIbHEIX pyKomucen. Cant’ 
Tletep6ypr, 1996. C. 107, 112, 118, 119, 125-127. 
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Codex Lavrae B. 82 (152) ἙΕἱρμολόγιον (X 8.)'; 

Codex Lavrae G. 12 (252) Ἰδιόμελα Τριῳδίου καὶ Πεντηκοσ- 
tapiov (X B.)?; 

Codex Lavrae G. 67 (307) Στιχηρὰ Ὀκταήχου, Ἰδιόμελα 
Τριῳδίου καὶ Πεντηκοστορίου (Χ B.)°; 

Codex Petropolitanus 557. PparMeHT Εἱρμολόγιον (X 5.0"; 

Codex Patmosus 55. Εἱρμολόγιον (X 8.)". 

Bee ypyrve u3BecTHbIe HbIHe Nepdeckve HOTOrpacpuyecKkHe 
aMATHUKM ΠΡΗΒΗΔΗΒΙ Gosee NO3qHHMH M ΠΟ CBOMM Masleorpa- 
¢buuecKuM NpHsHakaM AaTHpyWwTca XI u XII croneruamn. Ta- 
KOBa OOMenpMHATAA TOUKa speHuaA’. 


2 Tillyard H. J. W. The Stages of the Early Byzantine Musical 
Notation // Byzantinische Zeitschrift, 35, 1952. P. 29-42. Raasted J. 
A Primitive Palaeobyzantine Musical Notation // Classica et Mediaeva- 
lia 23, 1962. P. 302 (3gecb sTOT NaMATHUK oluM60uHO OnpexzemeH Kak 
3alMCaHHBli B «HOTAIMU TITI>, T. €. B HOTHOM IIMCbMe, cozepxKalleM 
3Hak 4Θ», Ho BHOcHeACTBMM TaKad TOUKAa speHMA Oba M3MeHeHAa). 

3 Gastoué A. Introduction ἃ la paléographie musicale byzantine. 
Catalogus des manuscrits de musique byzantine de la Bibliotheque Na- 
tionale de Paris et des dibliothé¢ques publiques de France. Paris, 1907. 
Ῥ. 96-98. Tillyard H. J. W. Fragment of a Byzantine Musical Handbuch 
in the Monastery of Laura on Mt. Athos // Annual of the British School 
at Athena, 19, 1912-1913. P. 95-117. Palikarova Verdeil R. Op. cit. 
Ῥ. 123-125. Strunk O. The Antiphons of the Oktoechos // Journal of 
the American Musicological Society, 13, 1960. P. 51-53. Idem. A Further 
Note on the Proper Hymnus for Easter // Classica et Mediaevalia, 22, 
1961. P. 180. Idem. Specimina notationum antiquorum. P. 17-20. Idem. 
H. J. W. Tillyard and the Recovery of a Lost Fragment // Studies in 
Eastern Chant I, 1966. P. 95-103. 

4 Thibaut JB. Op.cit. P. 65. Palikarova Verdeil R. Op. cit. P. 112. 
Strunk O. The Notation of the Chartres Fragment // Annales Musicolo- 
giques 3, 1955. P. 24. Velimirovic M. Byzantine Elements in Early Slavic 
Chant. Kopenhagen 1960 (MMB. Subsidia IV). P. 41 u apyrue. Tepu- 
max Ε. Tpeueckue My3bilKaibHbie PyKONMcn Ilerep6ypra. T. I. C. 40-47. 

5 Strunk O. The Notation of the Chartres Fragment. P. 24. Idem . 
Specimina notationum antiquorum 7, 12. Raasted J. Hirmologium 
sabbaiticum. Kopenhagen, 1968-1970 (MMB VIII). P. 16. 

ὃ Cm., pampumep: Marzi G. Musica Bizantina / / Dizionario Enci- 
clopedico Universale della Musica e dei Musicisti. Vol. I. Roma, 1983. 
P. 358. Haas M. Byzantinische und slavische Notationen. Koln, 1973. 
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Codex Lavrae B. 32 (152) Εἱρμολόγιον (X s.)!; 

Codex Lavrae G. 12 (252) Ἰδιόμελα Τριῳδίου καὶ Πεντηκοσ- 
tapiov (X B.)?; 

Codex Lavrae G. 67 (307) Στιχηρὰ Ὀκταήχου, Ἰδιόμελα 
Τριῳδίου καὶ Mevtnxootapiov (X Β.»)3; 

Codex Petropolitanus 557. PparmeurT Εἱρμολόγιον (X B.)*; 

4 Codex Patmosus 55. Εἱρμολόγιον (X B.)°. 

The rest of the known chant notation monuments are 
ascribed to later times, and according to their paleographic 
signs they are dated to the XIth and XIIth centuries. So, this 
is a generally accepted point of view®. 


2 Tillyard H. J. W. The Stages of the Early Byzantine Musical 
Notation // Byzantinische Zeitschrift, 35, 1952. P. 29-42. Raasted J. 
A Primitive Palaeobyzantine Musical Notation // Classica et Me- 
diaevalia 23, 1962. P. 302 (this manuscript was mistakenly defined as 
a codex written in «theta notation» — notation which includes a sign 
+O». But later this opinion was changed). 

3 Gastoué A. Introduction 4 la paléographie musicale byzantine. 
Catalogus des manuscrits de musique byzantine de la Bibliothéque 
Nationale de Paris et des bibliothéques publiques de France. Paris, 
1907. P. 96-98. Tillyard H. J. W. Fragment of a Byzantine Musical 
Handbuch in the Monastery of Laura on Mt. Athos // Annual of the Bri- 
tish School at Athena, 19, 1912-19138. P. 95-117. Palikarova Verdeil ΚΕ. 
Op. cit. P. 123-125. Strunk O. The Antiphons of the Oktoechos // 
Journal of the American Musicological Society, 13, 1960. P. 51-53. 
Idem. A Further Note on the Proper Hymnus for Easter // Classica et 
Mediaevalia, 22, 1961. P. 180. Idem. Specimina notationum anti- 
quorum. P. 17-20. Idem. H. J. W. Tillyard and the Recovery of a Lost 
Fragment // Studies in Eastern Chant I, 1966. P. 95-108. 

4 Thibaut J.B. Op. cit. P. 65. Palikarova Verdeil R. Op. cit. P. 112. 
Strunk O. The Notation of the Chartres Fragment // Annales Musicolo- 
giques 3, 1955. P. 24. Velimirovic M. Byzantine Elements in Early Slavic 
Chant. Kopenhagen 1960 (MMB. Subsidia IV). P. 41 and others. Tepu- 
an Ε. Tpeyeckue MysbikasIbHbie pyKkonucnu Ilerepoypra. T. I. C. 40- 47. 

5 Strunk O. The Notation of the Chartres Fragment. P. 24. Idem. 
Specimina notationum antiquorum 7, 12. Raasted J. Hirmologium 
sabbaiticum. Kopenhagen, 1968-1970 (MMB VIII). P. 16. 

ὁ See for example: Marzi G. Musica Bizantina // Dizionario Enci- 
clopedico Universale della Musica e dei Musicisti. Vol. I. Roma 1983. 
P. 358. Haas M. Byzantinische und slavische Notationen. Kéln, 1973. 
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B pe3ysbTate, NoslyaaeTcA, UTO Halli 3HaHMA O BU3AaHTUI- 
CKOM KYJIbType ΠΗΠΙΘΗΒΙ HCTOUHHKOB, COepKallMX MYSbIKAJIb- 
HbIM MaTepMasl, 3By4aBLIMH B MepBble ΠΗ͂ΤΡ cTONeTHH ΘΗΝ 
BUsaHTUlcKoro obmlecTBa, To ecth c IV no IX Bek BKJIOUHTEJIb- 
Ho. IIpasaa, He UCKIO"eHO, ΤῸ B pykKomMcAx ΧΟ ΧΙ] BB. npu- 
CyTCTBYIOT MNecHONeHHA, HAXOJUBIIMECA B ΠΘΡΚΟΒΗΟΜ O6uxose 
elje paHee, HM Jake ΒΠΟΠΗΘ BOSMO?KHO, ΤῸ NOATBEPKTeHHe 3TO- 
MY MOKHO HaliTH B CBMJeTeJILCTBAX COBPeEMCHHHKOB. OHAaKO B 
TaKOTO posa HCTOUHHKAaX, COOTHOCHMBIX HbIHe ὁ [V—-IX ctoerus- 
MH, PerHcTpUpyloTcA TOJIbBKO HasBaHHA ΠΘΟΗΟΠΘΗΜΠ WIM Ux 
initium. IJostomy oHv He B COCTOAHUM JaTb CBeqeHHA O 3BYUAaB- 
ΠΙΗ͂Χ MeJIOMUAX, MOCKOJILKY XOPOIIO U3BeECTHO, ΤῸ OAHU Η Te 
ΚΘ TEKCTLI HepefKO paciieBasIHcb Ha pasHble Mesiocbl. ΠΟΘΤΟΜΨΥ, 
MMe B CBOeM pacriopAxKeHUM OOUIMPHBIN CBO ΠΘΟΗΟΠΘΗΜΙ͂, co- 
JepsxKaljuxca B pykonucax [X—X u nocneqyWUuXx cToNeTuH, 
MBI JIMIMe€HbI BOSMO2KHOCTH yCTaHOBMThb, 3By4asIW AM HMeHHO 
9TH MeJIOCLI B IipeszmiecTByloujMe BpemMeHa. VM, KoHeuHO, pu 
OTCYTCTBHM HOTOrpaduyecKux HCTOUHHKOB [ΚΝ ΙΧ BB. HeT HUKa- 
KUX OCHOBaHHH ΒΟΟΟΊΠ6 JesaTb KakKMe-HHOYAb 3aKOUeHHA O My- 
3bIKaJIbHOM ΜΒΙΠΙΠΘΗΜΗ͂ STOO aTaNa PasBUTHMA MW O KOHKPeTHbIX 
oco6eHHOCTAX HCMOJb3OBAaBIerocA MySbIKANbHOrO MaTepuasia. 

ΘΤΟ O6CTOATeNLCTBO BLIHYK MaeT ΠΗΦΦΘΡΘΗΠΗΡΟΒΔΆΤΡ ΒΟΙῸ 
KACTOPHIO BH38AHTUMCKOM My3bIKM Ha 4Ba MOUTH paBHbIX ΠΟ ΠΡΟ- 
AOJIKUTeEJILHOCTH Tepvoya: MepBbIii, «Ὁ 99 Βν ΗΒ» — c IV πὸ py- 
6exa ΙΧ --Χ BB., αὶ BTOPOH, «3By4alllMi» — oT rpaHuubi IX—X BB. 
ΒΠΠΟΤΡ WO ru6emm BusaHTulickol uMMepuu Β cepesHHe XV crTo- 
neTus. JIio6an Apyran NepuowusaluA HAaTAaNIKMBAeTCA Ha IeJIbIM 
PAX Hepaspemiumprx npobsem’. IIpu stom cnenyeT NocTOAHHO 


S. 71-79. Στάθης Γ. Τὰ Χειρόγραφα Βυζαντινῆς Μουσικῆς — Ἅγιον Ὅρος. 
T. Α΄. ᾿Αθῆναι, 1975. Σ. μδ΄ -με΄. Idem. Οἱ ἀναγραμματισμοὶ καὶ τὰ μαθήματα 
τῆς Βυζαντινῆς Μελοποιίας. ᾿Αθῆναι, 1975. 5. 48. Levy K. Byzantine rite, 
music of the // The New Grove Dictionary of Music and Musicians. 
Vol. III. 1980. P. 554. Stéhr M. Byzantinische Musik // Die Musik in 
Geschichte und Gegenwart. Bd. II. Kassel und Basel, 1989. Col. 589. 

" Xoponio nomHt Kak B Konue 70-x roxoB BMecTe c Ipurmalienuem 
yuacTBOBAaTh B CO3qaHUU TpexTOMHUKa «Kyrabtypa BusanTMM», A nomy- 
uu pabountt MpocnekT sToro u3sqaHHuA. Β ΗΘΜ BeCb KYJIbTYPHEIM yHU- 
BepcyM Ob HozpaszeneH Ha TPM MepHora, BLICTPpOeHHbIe B cormacny c 
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As a result we can see, that our knowledge of Byzantine 
culture sufferies from a lack of sources, which contain 
musical materials from the first five centuries of Byzantine 
society’s life. This period extends from the IVth to the end 
of the [Xth centuries. It is possible that there are some chants 
in the manuscripts of the Xth—XIIth centuries, used in the 
church service even earlier. Arguments in favor of this 
statement gould be found in the evidence of contemporaries. 
But in these of sources, which pertain to the IVth-IXth 
centuries, only the titles and initium of the chants are 
indicated. Due to this fact these sources are unable to give 
any information about sounding melodies. We can make this 
statement based on the well-known fact, that same texts 
could easily be sung on different melos. That is why, even 
having a broad set of chants from the manuscripts of the 
IXth-Xth and latter centuries, we are unable to determine 
whether these particular melos were used in the previous 
centuries. And of course with this lack of notation sources 
of IVth-IXth centuries, there is no basis for making any 
conclusions regarding musical thought or particular features 
of musical material which was being used at that that time. 

This circumstance forces me to divide all history of By- 
zantine music into two almost equal periods: first period — 
«soundless» — from IVth until the late IXth — early Xth 
centuries; second period — «sounding» — from the late 
IXth — early Xth century until the fall of the Byzantine 
Empire in the middle of the XVth century. Any different 
way of periodizing will face a whole set of unsolved problems’. 


S. 71-79. Στάθης Γ. Τὰ Χειρόγραφα Βυζαντινῆς Μουσικῆς — “Aytov Ὅρος. 
T. A’. ᾿Αθῆναι, 1975. Σ. μδ΄ -με΄. Idem. Οἱ ἀναγραμματισμοὶ καὶ τὰ μαθήματα 
τῆς Βυζαντινῆς Μελοποιίας. ᾿Αθῆναι, 1975. S. 48. Levy K. Byzantine rite, 
music of the // The New Grove Dictionary of Music and Musicians. 
Vol. III. 1980. P. 554. Stéhr M. Byzantinische Musik // Die Musik in 
Geschichte und Gegenwart. Bd. II. Kassel und Basel, 1989. Col. 589. 

ΤΊ remember well how at the end of 1970s I was invited to partici- 
pate in writting a three-volume work called «The Culture of Byzan- 
tium». I also received an outline of this project. In that outline Byzan- 
tium’s cultural world was divided into three periods, a division which 
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NOMHUTb, ἯΤΟ Takoe Noypa3spzeseHne OTparxkaeT He coOcTBeEHHO 
PpasBUTHe BH3AaHTHUMCKON MYSbIKN, a JIMLIb Cepbe3sHEIN Te*UuLuT 
HMerolyeroca celiuac B HallleM pacnopAKeHUH MaTepHasia, KOTO- 
PHIM MO}KHO HCIONL30BaTh AIA 66 peKoHCTpyKuMH®. 


o6ljeucTopuuecKMMM OWpescTaBIeHHAMM 06 SBONIOUMM BU3AHTMMCKOrO 
o6ijecTBa, BO3MO2%KHO, ΒΠΟΠΗΘ oO6OcHOBaHHHIMM. Ho MHe, KOTOpOMYy 
ΠΡΘΠΟΤΟΙ͂ΠΟ cfenaTs 0630p BU3AHTMMCKON My3bIKaIbHOM KyIbTYpbI, ObIIO 
COBeplleHHO ACHO, UTO NpesNoRKeHHAaA MepvozMsalnA HUKAK He COOTBeT- 
cTByeT, Mpexye Bcero, Kopllycy ΜΟΤΟΊΗΡΚΟΒ. Kpome Toro, y MeHA OBIIM 
cepbesHble OCHOBAHHA CUMTATL, ἯΤΟ STAIbI BH3AHTMMcKOM MCTOpMM My- 
ΞΒΙΚῊ (Kak HM 060M MCTOPMM My3bIKH) Janeko He BCerga DIM Napas- 
JeIbHO oOijencTopHyecKMM Mpotleccam M elle peske ABIAIOTCA ΠΡΟΜ6- 
BOXHEIMU OT HUX. Srecb 3auacTylo ZelicTByeT CBOA HcTOpwyecKad ΠΟΓΜΚΒ, 
XOTA OMocpesOBaHHO OTParKalonjan oOlencTopHyeckKne TeHyeHIMH. O7- 
Hako Torga, B ΘΠΟΧΥ abcomIOTHOM rereMOHHM M&aPKCHCTCKO-eHMHCKOM 
ἩΠΘΟΠΟΙΜΗ B Hallet cTpaHe, Korga m1060e UcTopuuecKoe ΠΒΗΜΚΘΗΜΒ — B 
TOM "iene M XyO2%xKecTBeHHOe — ONeCHMBANOCh ΠΗ͂Ι Kak creqcTBHe, 
3aBMCAllee MCKIIOUMNTEILHO OT SKOHOMMYeCKUX M COlMaIbHO-oOmecTBeH- 
HEIX TapaMeTpoB (6a3Uc), HeBO3MO2KHO ObIIO BCTYHaTb B ΠΟΠΟΜΗΚΥ (TeM 
6omee u3 fanexoro Buagusoctoka). B To ΟΠ ΔΙ MHe He ocTaBalloch 
HuYero Apyroro Kak, He OTPHIBAACh OT (PAKTOB UCTOpHM BUsaHTHMcKoN 
MY3EIKM, M3IOKMTE MaTepval ΠῸ 58 ΠΔΗΗΟΪ cxeme. OgHaKo, K co?Kasie- 
HMO, 9TO He Bcerqa yUaBanocb copmectutTb. Cm.: Tepyman E. Cranopie- 
Hue [BusaHTHicKou] MysbikKalbHoM KyubTypH! // Kyabrypa Busanrun. 
T. I: [V — nepsas nonopuna VII Bs. M.: «Hayka», 1984. C. 618-631. Ox 
2κ6. PaspuTwe My3biKalbHou KynbTyppr [BusauTuu] // Tam xe. T. II: 
Bropaa nonopuna VII-XII ΒΒ. M.: «Hayka», 1989, C. 155-159. On me. 
My3bikalbHas KyIbTypa ποϑπηθῦ Busantun // Tam xe. T. III: XIII — 
Tleppas nomopuHa XV 88. M.: «Hayka», 1991. C. 528-550. 

§ ΜΌΣΚΗΟ mpeqonaraTb, YTO MMeHHO ΠῸ 9ΤΟΪ NpMunHe ΞΗΔΜΘΗΜΤΕΠΙ 
Tpya Sroua Bennema, oObaABIeHHEIM Kak <«McTopua» (cm.: Wellesz E. 
A History of Byzantine Music and Hymnography. Oxford? 1961), He etan 
TIOMJIMHHBIM ONMcaHHeM T1polecca IBOMIOMUUM BUSAHTMMCKOM My3blKaJb- 
HOM KyJbTypH. Ero KHura — MMUIb PAX paspo3HeHHEIX 3apHicoBOK — TO 
6omee ΓΠΥΘΟΚΗ͂Χ, TO H€CKOJBKO ΠΟΒΘΌΧΗΟΟΤΗΒΙΧ, —- BLIUJICHEHHbIX U3 3TO- 
To Iipotjecca. SHaMeHaTeJILHO, YTO c TeX ΠΟΡ ΠΡΟΙΠΠῸ yxe MOUTH NomBeka, 
HO HMKTO 98 ΒΟ ΠΟΘ ΠΟΒΑΤΟΠΘ BUSAHTUMcKOM My3bIKM (a Ha MX MaJOUNcseH- 
HOCTL He IPMXOAMTCH KaNOBaTbcA) He pelllaeTcA HallMcaTb ee UCTOpHHN. 
A Bed 88 aTO BPeEMA OCBOeCHO 3HAUHTEJIBHO OOLIe MaTepMasa, YeM OBIIO 
M3BeECTHO K ΟΘΡΘ ΗΘ XX Beka. OuesngzHo, OCHOBH4aAA NIpMuMHa TakKoroO 
TIOMOKeHHA CBAZAHA BCe Ke 6 <6e33By4HOCTbIO»> MepBLIX MATH cToneTUn. 
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It is also very important to remember that this type of division 
into periods does not show the development of Byzantine 
music. It just reflects a serious deficit of accessible materials, 
which can be used for the reconstruction of this process®. 


% 


was based on a general, non-musical perspective of the evolution of 
Byzantine society. I was asked to write an overview of Byzantine 
musical culture, and it was clear to me by that time, that the 
proposed periodization does not correspond to the musical sources. 
Moreover, I had many reasons to think that phases of Byzantine 
musical history (as any other musical history) did not always follow 
general historical process and very rarely derive from them. There 
is a special historical logic in this field, which sometimes rejects 
general historical tendencies. But unfortunately during that time 
there was an absolute hegemony of Marxist-Leninist ideology in 
our country. And any historical movement (even in the field of art) 
was treated only as a result of economic and social changes. It was 
no use for me to get into arguments — especially from distant 
Vladivostok. In that situation I did not have any choice. So I tried 
to make my essay accord to the given outline, without deviating 
from the historical facts of Byzantine musical culture. However, 
my attempts were not always successful. See: Tepyman E. Cranos- 
JeHue [BusaHTHicKol] MysbiKambHow KynbTypHI // Kyabtypa Bu- 
sanTuu. T. I: IV — neppasx nonopuua VII ΒΒ. M.: «Hayxa», 1984. 
C. 618-631. Idem: PasButue MysbikanbHolt KyIbTypbi {Busaxntuy] / / 
Ibid. T. II: Bropas nonopuna VII-XII ΒΒ. M.: «Hayxa», 1989. 
C. 155-159. Idem: MystikanbHaa KyrbTypa ποϑπηθῦ Busantuu // 
Ibid. T. III: XIII — nepspas nonopuHa XV ΒΒ. M.: «Hayka», 1991. 
C. 528-550. 

8 We can assume that due to this reason a famous work of Egon 
Wellesz, which he calls «History» (see: Wellesz E. A History of By- 
zantine Music and Hymnography. Oxford? 1961), is not an authentic 
description of the evolutionary process in Byzantine musical 
culture. His book is just a set of uncoordinated sketches, extracted 
from this process. Some of them are rather deep, and others quite 
shallow. Since the publication of Wellesz’s work, none of the scientists 
who study Byzantine music (and there are quite a lot of them) dare 
to write the history of it. But we must remember that many more 
materials have been discovered and studied than in the middle of the 
XXth century. Probably, the main reason for this situation is somehow 
connected to the first five «soundless» centuries. 
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OyHako HeEBO3SMO2XKHO ΟΓΡΔΗΜΉΎΜΤΡΟΣ ΠΗΠῚΡ KOHCTaTalnen 
ollMcaHHow curyamuu. Ona TpebyeT o6baAcHeHUA. B camom Jeune, 
KaKHMU ΠΡΗΎΜΗΔΜΗ BbIsBaHO CTONb GecnepcneKTUBHOe ΠΟΠΟ- 
aKeHHe? Tlouemy ΟἹ yKasaHHBIX MATH CTONeTHH 2KM3HM BBbICO- 
KOKYJbTYPHOro ἡ OypHO pasBuBaBlueroca oOllecTBa He coxpa- 
HUJIOCh HAKAKUX NAaMATHMKOB 3ByyallleH MysbIKH? 

Bes oTBeta Ha 3TH ΒΟΠΡΟΟΡῚ HeEBO3MO2KHO MO JOCTOMHCTBY 
OLCHMTh yCJIOBUA, B KOTOPbIX OKa3bIBaeTCA KaKUbIN, KTO PeLIMT- 
CA U3y4aTb MySbiIKaJIbHy}0 KyJIbTypy BusanTun. OObACHeEHMA He- 
ΟΟΧΟΠΗ͂ΜΒΙ Ηὶ CTYJeHTaM, YTOObI OHH ΠΟΗΜΜΆΠΗ, HACKOJIbKO orpa- 
HHUeHEI ΟΘΙΌΠΗΞΠΙΗΜΘ CBeAeCHUA Ο My3bIKe MepBbIX NATH CTOUJIe- 
Tui BusaHTuiickoi ummepuu. Begs «6enoe NMATHO» 3acTHJIaeT 
MOUTH NOJIOBHHY OTITyWeHHOrO ei BpeMeHH, a cBeqeHHA 06 9ΤΟ 
QOcTaTOUHO MpOAOMKUTeIBHOM 3MOXe MOJKHO YepNaTb TOJIbKO 
M3 HecielMasbHbIX HCTOUHHKOB (O6LencTOopHueckux, MaTpucTH- 
ueCKHX, arvorpatbwuecKHx, JMIWIOMaTHYecKHx UT. π.). Ho xo- 
POIIO U3BeCTHO, 4TO C HX ΠΟΜΟΠΙΡΙῸ ΜΟΣΚΗΟ BLIABMTh JIMIUIb ΒΗΘΠῚ- 
Hue COOLITMA HM akTh, ABIAIOUIHeECA ΠΠῊ HCTOPUM My3bIKH, Β 
KOHE4HOM Ccy¥eTe, IOOOUHBIMM. Camoe ΚΘ ΓΠΆΒΗΟΘ — coOcTBeHHO 
MYS3bIKaJIbHbIM MaTepHasI — ocTaeTcA ΒΗΘ ccbepbi JOcAraemoctTH. 

TakoB HeyTeLIMTeJILHbIN BbIBOT, CleqyIOUJMH U3 aHasHsa 
ΒΟΘΙῸ ΨΠΘΠΘΒΙΠΘΙῸ MaTepuasia, H He CUMTATbCA C HHM ΠΡΟΟΤῸ 
HeEBO3MO?KHO. 

Bmecte c Tem, ecuIM HayKa CMMpHJlacb C ONMCaHHbIM ΠΟΠΟ- 
jKeHHeEM, TO OHA ΠΟΠΊΚΗΔ XOTA Obl Ha3BaTb OOCTOATEeJILCTBA, 
ΠΡΗΒΟΠΙΙΜΘ Καὶ ΟΤΟΠΡ GecllepcheKTHBHON CHTyalMu. 


§ 2. ΑΡΓΥΜΘΗΤΒῚ 


Pas3MbIlINeHuA Hay ΠΡΟΟΠΘΜΟΙ ΠΟΒΒΟΠΉΙΟΤ ccopMymHpo- 
BaTb ΠἈΟΠΡΙΪ PAX Kak OOLeCKTHBHBIX, TAK ἡ cyObeKTUBHBIX ΠΡΗ- 
4HH, KOTOPble Ha MepBLIM B3IIAD Kak OyATO OOLACHAIOT yTpaTy 
OecllCHHLIX NaMATHUKOB BH3aHTHACKON MY3blKaJIbHOHW KYJIbTY- 
pbi. Bkpatije OHM CBOAATCA Καὶ ΟΠΘΗΨΙΟΙΠΗΜ. 

BO-ITEPBBbIX, xopomio uspecTHo, uTo Nanmpyc, ΘΠῚΘ IpHMeHAB- 
uIMiicA B KauecTBe MMc4uero MaTepHasla B NepHog ΟΥ̓ΔΗΟΒΠΘΗΜΗ͂ 
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However, it is impossible to limit one’s self to description 
alone. It is not enough just to mention the fact of the existence 
of this problem. This situation must be explained. Really, 
what are the reasons? Why does everything look so hopeless? 
How is it possible, that five centuries of music in a developing 
society with an incredibly high (vel of culture have just 
vanished? 

Without answering these questions it is impossible to 
evaluate the situation, which faces every person who wants 
to study the musical culture of Byzantine. These explanations 
also are vital for students. They help to understand how 
limited is knowledge about music of first five centuries of 
the Byzantine Empire. This «blank spot» covers almost half 
of the process. And information about this epoch could be 
extracted only from non-specialized sources (historical, 
patristic, hagiographic and diplomatic etc.). But it is well 
known, that these sources help to uncover only external 
events and facts, which usually are not of vital importance 
for the history of music. The most important thing — musical 
materials — unfortunately have not survived. 

So, this conclusion flows from an analysis of the materi- 
als that escaped destruction. And it is impossible to set this 
fact aside when doing the research. 

Nevertheless, even if science is powerless in facing this 
problem, it must describe and talk about the facts. 


§ 2. Arguments 


Contemplation of this problem helps to formulate 
a whole set of objective and subjective explanations for 
the disappearance of these priceless monuments of By- 
zantine musical culture. Let’s briefly look at these expla- 
nations. 

FIRST. It is well known that papyrus used as writing 
material in early Byzantine times was fragile and easily 


MF 2 Ape neon 
BusanTulickoit umnepun, Obit XPYyNKMM, JIOMKMM, a NoTomy He- 
ΠΟΠΡΟΒΘΊΉΗΒΙΜ. V1 yoke sTo camo ΠΟ ce6e FOJDKHO ὅβιπο lipegompeze- 
JHTb OrpaHudeHHbI Mepvoy MCMONL3OBaHMA KaxK Zoro HOTHOrO 
TeKcTa, 3allMcaHHOro Ha Nanupyce. Tlostomy ΜΟΣΚΘΤ noKasaTeca 
BIOJIHe ΘΟΤΘΟΤΒΘΗΗΡΙΜ, UTO CaMble paHHHe U3 cOxXpaHHBIIMxca 
ΒΗΞΔΗΤΗΜΠΟΚΗΧ ΠΟΒΉΘΟΚΗΧ pyKonucelt — nepraMeHHble, Torga 
Kak lallMpycHble ΜΟΤΟΨΗΜΚΗ BOBCe He ΘΟΧΡΘΗΜΠΜΟΒ. 

BO-BTOPBIX, xopomio M3BeCTHO, ΤΟ MHOPOUNCIeHHbIe CTUXUH- 
Hble O€7CTBHA, — HAUMHAR OT ἩΒΟΤΕΙΧ T1O2KAPOB MW KOHYAA CTpall- 
HBIMM Ἡ paspyliuTenbHbIMU 3eMJIeTpACeHHAMM, — coTpsacanu 
BClO AMMlepuio HU Goble Bcero KonctaHTuHOnON. Jina npumepa 
AOCTATOYHO BCIIOMHHTS, XOTA ObI, Tparuueckult STIM304, 1pouc- 
ΠΙΘΠΙΠΜ B CaMOM KOHIe ΠΑΡΟΤΒΟΒΘΔΗΜΗ͂ Bacusncka, B 476 royy, 
Kora BO BpeMA 6yHTa KTO-TO No_Ker OuOnnoTeky, XPaHUBLtyro 
oKoI0 120 000 nanupycHEIx CBUTKOB, H PyKONMCH HEBO3MO2KHO 
6blI0 cnactu. Bot Kak 06 9TOM ΠΗΤΠΘΤ Moauu Sonapa’?: 
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breakable. So this material did not last very long. This fact 
itself determines a limited life for any notation text written 
on papyrus. So, it seems evident, that the earliest survi- 
ving Byzantine chant manuscripts are those written on 
parchment, and that nothing written on papyrus has 
survived. 

SECOND. It is well known that multiple disasters such 
as frequent fires and terrible destryctive earthquakes were 
very common on Byzantine territory. Most of them happened 
in Constantinople. As a good example we can mention a tragic 
episode, which occurred at the end of the Basiliscus’s reign, 
in 476. In that year during a riot someone set on fire to a 
library, which contained 120, 000 papyrus scrolls. All of 
the manuscripts were destroyed. This is how Ioannes Zonaras 
describes this incident’: 


Οὗ κρατοῦντος ἐμπρησμὸς ἐν 
Κωνσταντινουπόλει ἐγένετο μέ- 
γιστος, ἐκ τῶν Χαλκοπρατίων ἀρ- 
ξάμενος καὶ πάντα τὰ προσεχῆ 
τούτοις νεμηθεὶς καὶ ἀποτεφρώ- 
σας, τάς τε τῶν δημοσίων πλα- 
τειῶν στοὰς καὶ τὰς αὐταῖς ἐπι- 
κειμένας οἰκοδομάς, ἀλλὰ μὲν καὶ 
αὐτὴν τὴν κεκλημένην Βασιλικήν, 
καθ᾽ ἣν καὶ βιβλιοθήκη ἐτύγχανε 
δώδεκα μυριάδος βιβλίων ἀποκει- 
μένων ἐν αὐτῇ ἔχουσα. 


Kozda Koucmanmunonoarem 
061a0e1 ποῦκαρ, OH OKa3za.IcAa 
OolbuluM; Hauaeuuct 6 Xaa- 
Konampuax, ucmpeb6ue u uc- 
nenelué 6ce npuezamuee κα 
HUM, OH HaLemel Ha obwWe- 
cméeHnnble nloujadu u 30anua, 
a makxe Ha camy mak Ha3bi- 
6aemyW OazuluKy, 6 Komopoit 
Haxodulacb 6ub.1uomexka, οὔ- 
adawwan 120 000 xpana- 
wuxcna [6 Heit] κηιι. 


SHaMeHUTEI ΤΡΟΧΠΗΘΒΗΒΙ TlosKap, MOMIXaBIUM BO Bpe- 


Οὗ κρατοῦντος ἐμπρησμὸς ἐν 
Κωνσταντινουπόλει ἐγένετο μέ- 
γιστος, ἐκ τῶν Χαλκοπρατίων ἀρ- 
ξάμενος καὶ πάντα τὰ προσεχῆ 
τούτοις νεμηθεὶς καὶ ἀποτεφρώ- 
σας, τάς τε τῶν δημοσίων πλα- 
τειῶν στοὰς καὶ τὰς αὐταῖς ἐπι- 
κειμένας οἰκοδομάς, ἀλλὰ μὲν καὶ 
αὐτὴν τὴν κεκλημένην Βασιλικήν, 
καθ᾽ ἣν καὶ βιβλιοθήκη ἐτύγχανε 
δώδεκα μυριάδος βιβλίων ἀποκει- 
μένων ἐν αὐτῇ ἔχουσα. 


When Constantonople was co- 
vered with fire, it happened to 
be great; it started in Chal- 
kopatriai and destroyed and 
reduced to ashes everything 
that was close to that place, it 
swept across administrative 
squares and buildings and then 
absorbed the so-called basilica 
itself, where the library was lo- 
cated, which contained 120,000 
books stored [in it]. 


Many manuscripts must have been lost during a fa- 


ΜΗ BOCcCTaHHA 532 roga, NowyuuBilero HasBaHue «Huka>, Tak- 
ΚΘ He MOF ΠΡΟ ΤῊ GecceqHO AIA CyqbObI ΜΗΟΓΗΧ pykonnceii. 
BcenomuuM, uto NepBLIM rox ΠΡΑΒΙΘΗΜΗ MMlepatopa Maspu- 
KuA (582 r.) Takoxxe osHaMeHOBasICA ΓΡΔΗΠΜΟΘΗΒΙΜ MoxKapom, 
KOTOPbIM HavasicA Ha cbopyme u paclpocTpaHusicaz Ha OosIbIILy10 


Zonarae Joannis Epitomae historiarum libri XIII. Ex recensione 
M. Pinderi. Bonnae, 1897. P. 130-131. 


mous three-day fire in the so-called «Nika» riot in 532. 
As we remember, the first year of the emperor Maurice’s 
reign (582) was also famous for a terrible huge fire, which 
started on the forum and spread almost over all Cons- 
tantinople. We can only guess how many other big and 


® Zonarae Joannis Epitomae historiarum libri XIII. Ex recensione 
M. Pinderi. Bonnae, 1897. P. 130-131. 
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uacTb KonctaHTHHonona. A CKONIbKO aHaJIOrM4HbIx OOJbIUIMX UH 
MAaJIBIX ΠΟΣΚΆΡΟΒ OCTANOCL HesaperMCTPMPOBaHHbIMH Ha CKpi- 
2KasIAX UCTOPUN? 

K ΤΆΚΗΜ Ke NaryOHbIM ΠΟΟΠΘΠΟΤΒΜΗΜ ΠΡΗΒΟΠΜΠΗ M 3eMsIe- 
TpAceHMA. CaMble CHJIbHbIe H3 HAX ΠΡΟΜΟΧΟΠΗΠΗ B 40-x rozax 
V Beka ΚΗὶ Oco6eHHO 21 ceHTAOpA (ΠΟ APyruM AaHHEIM 25 cenTAG- 
pa) 447 τοπᾶ. Ucropus sadukcupopana cep olycTouMTesb- 
HbIX 3eMJleTpACeHUH B 438, 450, 525, 528 (29 HonOpa), 536, 554 
(16 aprycta), 557 (7 oxta6pa) 558 (14 ποκαῦρ5), 582, 599-600 
(Korga CTHXHUA CONPOBOKAasach CBUPelcTBOBABIUeH 9ΠΗΠΟΜΗμΘ 
4YMBI). AKTHBHbIe 3eMJieTpACeHHA TpoKaTHJIMCch TakKxKe B VIII 
(OqHO U3 HHX ΠΡΟ ΏΒΟΙΠΠΟ Hesazonro JO KOHUMHEI MMMepaTopa 
1588 ΠῚ Wcaspa, 25 oxtadpa 741 roga) u 1X (Hampumep, 9 aHBa- 
pax 869 roga) Bekax, a B 989 rogy Kone6aHUA NOUBLI OBIM CTO 
CHJIBHBIMH, ΤῸ YacTHYHO OOpyuinsica axe xpam CB. Coun”. 
Ilogcuutano, uto mMexyzy 404 u 960 rr. ΤΟΠΒΚΟ KoucraHTuHo- 
Nob Nepexus 18 Taxeneimux semnetpacennit!. 

Ha nepudepuu BusantTuiickoi ummepuu semumeTpace- 
HHA TaKKe IIPHHOCHJIM ΟΥ̓ΡΆΠΔΗΜΗ JIOLAM MU ΠΡΗΒΟΠΗΠΗ K 


10 ΒΟΠΒΙΠΙΜΉΘΤΒΟ aTux Tparuyeckux ΜΕΥ sacbuKcupoBaHo B ΤῊΠΗ- 
Ke Cs. Coun (XI B.), usn0%eHHOM B TeprameHHoM KogeKce X Beka 
Codex Patmosus 266 (cm.: ]mumpuescxuit A. Onucanue autypruuec- 
KMX PyKOMuceM, xpaHAaAuMxca B 6u“Onu0TeKax [IpapocnaBuoro Bocto- 
κα. T. I: TUPIKA. Kues 1895. C. 1-152. Cm. tax2xe: Theophanis Chro- 
nographia. Recensuit C. de Boor. Vol. I. Lipsiae 1883. P. 37, 56, 93, 
96, 125, 168, 222, 226, 229, 252, 412, 416, 464, 470. Pauli Diaconi 
Historia miscella // Patrologiae cursus completus, series latina, ed. 
J. P. Migne (= PL). T. 95. Col. 980, 989B — C u apyrue. B nutrypruue- 
CKMX TeKCTaX MOMKHO HaMTM JaxKe «KAHOH Cmpax mpyca» (26 oxTAOps; 
cm. TpeOuux [Beauxuit]. Mocksa, 1884 — penpuut: CII6., 1995. C. 111), 
Ὁ aKPOcTHXxoM (620 xe Kpaecmpouue) ὃ Χριστὲ τῆς γῆς tov κλόνον παῦσον 
ταχέως (O Xpucme, semiu KoeOanue yomasu ecKope), KoTOpEIit TpagMuuA 
ΠΡΗΠΜΟΒΙΒΒΘῪ «necHonucuy Mocucdy» (Mu Ta %*Ke TpaqHuMA oNpenennerT 
BpeM& ero 2xXu3HU IX ΟΤΟΠΘΤΗΘΜ); cm.: Pusapem (Tymunescxuii JI. Γ.). 
Uctropuueckui o630p ΠΘΟΗΟΠΘΒΙΙΘΒ HM ΠΘΟΗΟΠΘΗΜΗ͂ ΓΡΘΊΘΟΚΟΪ WepKBU. 
CII6., 1902? (penpuHrHoe nepeusnanue — ΟΒΆΤΟ- ΤΡΟΜΙΙΚΔΗ Cepruesa 
Jlaspa, 1995). C. 299-300. 

" Baldouin J. The Urban Character of Christian Worship. The 
Origins, Development and Meaning of Stational Liturgy // Orientalia 
Christiana Analecta 228. Roma, 1987. P. 171. 
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small fires occurred, but which were not registered in 
historical annals. 

Earthquakes led to ruinous consequences too. The most 
severe earthquakes took place in the 40s of the Vth century. 
One of the greatest earthquakes happened on the 21* of Sep- 
tember (different data: 25'" of September) 447. Chronicles 
also registered a series of disastrous earthquakes in 438, 450, 
525, 528 (29 of November), 536, 554 (10* of August), 557 
(7'* of October), 558 (14 of December), 582, and 599-600 
(when disasters were walking hand by hand with epidemic of 
plague). Active earthquakes swiped over Byzantium in the 
VIIIth century. One of them happened not too long before 
Emperor Leo III, the Isaurian’s death (25"" of October, 741). 
In the IXth century one of the greatest earthquakes happe- 
ned on the 9 of January, 869. And in 989 the earth shook 
so destructively that the walls of St. So-phia were damaged’®. 
It has been calculated that Constantinople survived eighteen 
severe earthquakes between 404 and 960". 

In the peripheral areas of the Byzantine Empire earthqua- 
kes also brought suffering to many people. Due to these disas- 


10 Most of these tragic dates are registered in St. Sophia Typikon 
(XIth century), which is stated in parchment manuscript of X century 
Codex Patmosus 266 (see: J[mMumpueecxu A. Onucanue muTypruyec- 
KUX pyKomMcei, xpaHaluxcah B O“o6mMoTeKAaXx TIpasocnasyoro Bocto- 
Ka. T. 1: TUPIKA. Kues 1895. C. 1-152. See also: Theophanis Chro- 
nographia. Recensuit C. de Boor. Vol. I. Lipsiae 1883. P. 37, 56, 93, 
96, 125, 168, 222, 226, 229, 252, 412, 416, 464, 470. Pauli Diaconi 
Historia miscella // Patrologiae cursus completus, series latina, ed. 
J. P. Migne (= PL). T. 95. Col. 980, 989B — C and others. In liturgi- 
cal texts we can also find «Kanon cmpax mpyca» (26 of October; 
see: Tpedxuk [Benuxuit]. Mocksa, 1884 — reprint: CII6., 1995. Cc. 111), 
with Akrostichis (ezo 2e Kpaecmpouue) ὃ Χριστὲ τῆς γῆς τὸν κλόνον 
παῦσον ταχέως (O Xpucme, semlu KoneOanue ycmaeu ΘΕ ΚΟΡΘῚ), which is 
traditionally ascribed to Joseph the Hymnographer; see: @Pusapem 
(Tymuaescxuii Π. Γ.). Ucropwueckuit o630p ΠΘΟΗΟΠΘΒΙΘΒ M MecHorie- 
Husa rpeueckon nepKBu. CII6., 19023 (reprint: Csato-Tpounukas Cepru- 
688 Jlappa, 1995). C. 299-300. 

11 Baldouin J. The Urban Character of Christian Worship. The 
Origins, Development and Meaning of Stational Liturgy / / Orientalia 
Christiana Analecta 228. Roma, 1987. P. 171. 
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ru6eiM MaTepHasIbHbIX WeHHOcTeH. Ucropuueckne cBusetesb- 
cTBa yTBepKAawT, HallpumMep, uTo 20 man 526 roga, B ZeHb 
ΠΡΑΒΠΗΟΒΔΗΜΗ͂ ΒΟΒΗΘΟΘΗΜΗ͂, AHTMOXMW MocTurso ΟΥ̓ΡΆΠΙΗΟΘ 
3seMJleTPACeHHe, AKOOBI ΠΠΗΒΙΙΘΘΟΗ C ΠΘΡΘΡΒΙΒΆΜΗ ὌΨ1Β5 JIM ΗΘ 
ΠΘΠΡΕ Troy. OfHaKo ἨἩΔΟΘΠΘΗΜΘ, He ὕΌΠΘΒ ONpaBUTLCA OT 9TO- 
ro OeAcTBMA, NocTpagano oT HOBOrO semseTpaACceHUuA 29 HOAG- 
pa 529 roga, BO BpeMA KoTOporo noru6no 5 TLICAY UeTOBeK. 
B Ceneskuu ἡ JIaoqukun oT Toro Ke 3emieTpACeHUA TOrH6s10 
7 THICAY YerOBeK!2, 

EctecTBeHHO, ΤῸ BO BPeMA 3TUX KaTacTpod nopTusucs, 
ΠΡΗΧΟΙΠΜΠΗ B ἨΘΙΌΠΗΟΟΤΡ ἡ B KOHEYHOM cyeTe ποιμῦδπῃ Gec- 
ΠΘΗΉΒΙΘ PYKOMUCH, OOJLIMLMHCTBO KOTOPbIX KOHICHTPHPOBaJOcb 
B NONMTMYeCKOH M KYIbTYpHOK cTomMue HMMepuu. Cpequ Hux, 
KOHeYHO, OLIM WM HOTHBIe KHHTH. 

B-TPETbIMX, usnyputenbHan rpaxkqanckasn BoltHa, HasBaH- 
Hal ΘΠΟΧΟΙ MKOHOOOpYecKNX BOH, ΠΠΗΒΙΙΜΧΟΗ, Kak celiuac 
c4uuTaeTcA, C HEOOJbINIMMM TepepbIBaMH MOUTH MosTopa cTovie- 
THA (726-843), Takoxe He MOryla He OKa3aTb BJIMAHMA Ha 2KM3Hb 
MYSBIKaJIBHBIX MCTOUHMKOB. MkKoHOGopmubI OrHeM Καὶ ΜΘΏΟΜ yYHHY- 
TOKAIM He TOJIBKO ΚΚΟΗΒΙ, HO M ΠΙΟῦΒΙΘ Apyrve us0bpaxkeHua 
Xpucta, Boromarepn, ΘΒΔΗΓΘΠΜΟΤΟΒ Καὶ CBATBIX. OHH paclleHuBa- 
JIM UX Kak BO3BpaT Καὶ ABLIVECKOMY ἩΠΟΠΟΠΟΚΠΟΗΟΤΒΥ. UsBecrHo 
cooOllleHve 0 TOM, ΤῸ HMKOHOGOpyecKu uMMeparTop 9168 Mcasp 
cxKer B KoncTtaHTuHonose ΓΡΟΜΆΠΗΨΙΟ δμόπμοτοκν 1": 
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ters many valuable materials and monuments were destroyed. 
Historical annals claim, that on the 20 of May, 526, during 
the celebration of Ascension Day, a horrible earthquake swiped 
over Antioch. It supposedly lasted for a whole year (with 
some interruptions). But citizens did not have time to recover 
from this disaster, because on the 29'* of November, 529 
another earthquake followed and five thousand people were 
killed. In the environs of Seleucia and Laodicea that same 
disaster annihilated seven thousand people!”. 

It is natural to suppose that during these countless 
disasters many invaluable manuscripts mere badly dama- 
ged and destroyed, since most of them were concentrated 
in the political and cultural capital of the Byzantine Em- 
pire. Notation manuscripts were obviously among those 
materials. 

THIRD: Exhausting civil war must have had an impact 
on musical sources. This epoch of iconoclastic wars, which, 
excluding some peace-breaks, lasted for almost one and half 
centuries (726-843). Iconoclasts destroyed by means of fire 
icons and any other images of Christ, the Virgin Mary, the 
Evangelists and Saints. They treated these tHings as a re- 
turn to pagan idolatry. We know of an incident when the 
iconoclastic emperor Leo Isaurian burned a huge library in 
Constantinople!*: 


διὰ δὲ τῆς νυκτὸς πῦρ κυκλόθεν 
ὑφάψας αὐταῖς ἑστίαις καὶ 
βίβλοις πολλαῖς καὶ καλαῖς καὶ 
σκεύεσιν ἱεροῖς ὁ μιαρὸς κατέ- 
Kavoev 


CO6eEPULUE HOUbIO KpyzomM ποῦ- 
202, HeEUecmuUEeY, YAUUMOMCU 
noxapom camMu oOumajuua 
[ywumenet ], npexpacnole KHU- 
2u U CéxWeHHYyW YymMeapb 


sicHo, ΤΟ ΠΟΠΟΟΉΒΙΘ M3806pa2xKeHUA ΠΡΜΟΥΤΟΤΒΟΒΆΠΗ UB ΜΗ- 


διὰ δὲ τῆς νυκτὸς πῦρ κυκλόθεν 
ὑφάψας αὐταῖς ἑστίαις καὶ 
βίβλοις πολλαῖς καὶ καλαῖς καὶ 
σκεύεσιν ἱεροῖς ὁ μιαρὸς κατέ- 
καῦυσεν 


[Leo] set everything around 
that place on fire, the impio- 
us destroyed by this fire the 
dwelling-places [of teachers] 
themselves [and] wonderful 
books and sacred utensils. 


HMaTiopax MeByecKux pyKomMceH. Ho AaoKe ecu cuntats (ΟΥ̓ ΧΗ 
ΠΟ δοπθθ 1034HHM OOpasijaM), YTO B HOTHbIX NaMATHHKax OHM 


'2 Tloqpo6Hee 06 atom cm.: Ky2axoeckuit 10. Uctopua Busantun. 
T. II. σΠ6., 1912. C. 48. 

18. Georgii Cédreni Historiarum, compendium. Tomus prior. Bon- 
nae, 1838. P, 455. 


It is clear that illuminations with images were part of 
chant manuscripts. Even considering the fact that illumi- 


12 More detailed information about this see: Κυπακοδοκμῶ FO. 
Ucropus Busaurun. T. II. CII6., 1912. C. 48. 

13 Georgii Cedreni Historiarum, compendium. Tomus prior. Bon- 
nae, 1838. P. 455. 
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BCTpeYalTCA JOCTATOUHO PeAKO, TO IPH CTOJIb AJIMTeIbHOM GopLbe 
C ΚΗ ΚΗΒΙΜΗ XPaHHJIMUJaMH HeT HuUYerO HEelIpaBsONOAOGHOLO B 
IipeXNoJIOHKeHUU, ΤῸ BO BPEMA HKOHOOOPYeCKOH CMYTHI OBIJIO 
YHHUTOKeHO SOosIbUIoe KONMYeECTBO HOTOrpapuyecKHx MCTOUHH- 
Kos. Tak, B «/HuTHu CB. CretbaHa Hoxsoro», mpunucbhiBaemoM 
auaKkony Benuxon LlepkKsu Credbany, HamucaBliemy cBoe coun- 
HeHHe, BO3MO?KHO, OKOIIO 807 roga, paccKasbiBaeTcA Ο ποποῦ- 
HbIx akuMAx!4. A pay BUSAaHTMCKHX MCTOPMKOB NOATBepxKaerT 
YHMUYTOKeHHeE μοναχικά, πατερικὰ καὶ ἱερὰ βιβλιά" 5. 

ῬΒΒΘΟΤΗΟ TakoKe, ΤῸ ΠΟΟΠΘ ΠΟΟΘΙ͂ΡΙ Hay ΜΚΟΗΟΘΟΡΙΒΜΗ 
MKOHONOUNTATeEIN YHHUTOKAIU «epeTHuecKNe» ΟΟΥΜΗΘΗΜΗ͂ CBOHX 
TIPOTHBHHKOB. Ciroya Nonmasv ἡ sAMKTLI HMKOHOOOpYeCKHX ΜΜ- 
llepaTopoB, NocTaHOBJIeHHA «HelpaBeAHbIX» LePKOBHEIX CHHO- 
OB 4 cobopos. UM HuKTO He MOKeT rapaHTHPpoOBaTh, TO BO Bpe- 
MA STOM «4HCTKM», B yrape SopbOLI c ΠΟΒΘΡΟΚΘΗΗΒΙΜ BparoM, 
He OLIJIM YHHUTORKeHLI ἡ MySbIKAJIbHble PyKOMHCH, ΠΡΗ͂ΜΟ HIN 
KOCBeHHO CBA3AHHbIe C HKOHOOOPYeCKUM ABHIKeHMeM. 

Bpema 3sageplieHuad ΜΚΟΗΟΘΟΡΌΈΘΟΚΟΓΟ ΠΡΟΤΗΒΟΟΤΟΒΗΜΗ — 
cepequua IX ΘΟΤΟΠΘΤΗΗ — O4eHb ΧΟΡΟΙΠῸ cormacyeTca c yKasaH- 
HBIM ΒΡΙΠῚΘ OKOHUAHHeM «6e33By4HOrO» MepBoro Mepnoya UcTO- 
PHH BU38aHTHKCKON My3bIKH. Takad corsacoBaHHOCThb Kak 6yATO 
«yKJIaqbIBaeTCA» BO BpeMeHHble paMKH cossaBlilelica CHTyalluy, 
M KajKeTCA, ΤΟ OHA MOKET CIYKUTL euje OFHUM yOeaUTeJIb- 
HbIM OO6bACHeCHHeEM YTPAaTbI MHOFUX MMCbMeHHbIX HCTOUHHKOB. 

Takum o6pasom, JIA OTCyTCTBUA HOTHOrO MaTepuana ΙΝ- ΙΧ 
cTOJIeTHH Kak 6yATO cylecTByeT PAX FOcTAaTOUHO yOesUTeIbHBIX 
NpuunH. 

OHM ecTeCTBEHHO COCTBIKYIOTCA C pesyIbTAaTAaMH OO30pa ΚΟ- 
JIM4eCTBa ylleseBLINX PyKOlMceli, B KOTOPLIX MeCHOIeHHA 3alIn- 
CaHBbI B TaK HasbIBaeMON Na/lec6uzaHmulicKoll HoOmMayUuU — camo 


1 Analecta graeca, ed. monachi Benedictini. Vol. I. Lut. Paris, 
1688. P. 396-397. Benedictinorum praefatio // Patrologiae cursus 
completus, series graeca, ed. J. P. Migne (= PG). T. 100. Col. 1067- 
1186. Jlonapee Xp. Busantuiickue MKurua Caatsix VILI-IX sekos // 
Busantuiickui Bpemeuuuk. T. 17 (1910). 1911. C. 119, 127. 

15 Cm., Hampumep: Theodoris Studitae Epistolarum liber I, 53 // 
PG. T. 199. Col. 1104 D; Nicephori Patriarchae Constantinopolitani 
Apologeticus minor 3 // PG 100. Col. 837 u azpyrue. 
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nations are rarely found in the notation manuscripts (this 
conclusion is based on later examples), it is obvious to pro- 
pose that during constant and lengthy iconoclastic warfare 
against libraries, a huge amount of notation sources were 
destroyed. These actions are described in «The Life of St. 
Stephen the Younger» (approximately 807), ascribed to the 
deacon of the Great Church Stephen!4. A number of Byzantine 
historians confirm the annihilation of povayixd, πατερικὰ καὶ 
ἱερὰ βιβλιά! 5. 

We also know that after the defeat of the iconoclasts, 
people who were in favor of icons had been destroying the 
«heretical» works of their foes. The list of these works 
included edicts of iconoclastic emperors, and the resolutions 
of «unrighteous» church synods and councils. No one can 
guarantee that during these «clean-ups» musical manuscripts 
related to iconoclasts escaped destruction. 

The end of iconoclastic resistance (middle of the I[Xth 
century) very nicely corresponds with the end of the 
«soundless» period of Byzantine musical history. It looks 
as though the end of the iconoclastic period and the time of 
the reappearance of notational manuscripts correspond with 
one another. Presumably then, iconoclastic warfare can be 
regarded as another sustainable explanation for the loss of 
many written sources. 

Now we can see, that supposedly there is a whole set of 
convincing reasons, which explain the lack of notation 
material from the [Vth—IXth centuries. 

These reasons naturally correspond to the amount of 
surviving manuscripts, in which chants are written in 
Palae-Byzantine notation — the earliest type of Byzantine 


14. Analecta graeca, ed. monachi Benedictini. Vol. I. Lut. Paris, 
1688. P. 396-397. Benedictinorum praefatio // Patrologiae cursus 
completus, series graeca, ed. J. P. Migne (= PG). T. 100. Col. 1067- 
1186. Jlonapee Xp. Busayntutickue JKutrua Caatnrx VIII-IX sero // 
Busanruticxui Bpemenuuk. T. 17 (1910). 1911. C. 119, 127. 

15 For example see: Theodoris Studitae Epistolarum liber I, 53 // 
PG. T. 199. Col. 1104 D; Nicephori Patriarchae Constantinopolitani 
Apologeticus minor 3 // PG 100. Col. 837 and others. 
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paHHel H3 U3BeCTHbIX HayKe Pa3sHOBMAHOCTeH BUsAaHTMUCKOrO 
ἨΟΤΗΟΓῸ mMcbMa. B caMom jesie, ΠΡΟΟΤΟΙ͂ mepecueT uMewlyeroca 
HbIHe UX CBOMAa 3a TPM CTOJETHA MOKasbiBaeT, ΤῸ oT XII Beka 
cox paHuJiocb 6onee 80 pyKkomuceh, ot XI — scero 14, aot X — 
M Toro ΜΘΗΡΠΙΘ — 516, Ora «yOnIBAaWUaA» TeHJeHUMA ΒΠΟΠΗῊΘ 
3aKOHOMepHa, NOCKOJILKY HW BpeMA ynoTpe6eHHA CaMBbIX PaH- 
HHUX pykKonuceh Oosee JaBHee, Καὶ CaMa MasleOBM38aHTHHCcKaA HO- 
TaluA yoKe HeEOJHOKPaTHO CMe€HANACcCbh HOBbIMM pa3sHOBMAHOC- 
TAMU. Ilostomy, ecuu oT X cTONeTHA COXPaHHNOCh ΒΟΘΙΓῸ ΠΗ͂ΠῚΡ 
NATb MAaMATHUKOB, TO HET HHYerO YIMBUTeMBHOFO B TOM, UTO 
PYKOMNCH, co3qaHHble elle paHbie, Booomse ΗΘ yllesemu. 


§ 3. Kontpaprymeutsi 


VW BMecte c Tem cyllecTByeT pAy dakToB, KOTOpble HHiKak 
HeJIb38H NPUMUMPUThb Cc 9TOH NATHBEKOBOM «My3bIKaJIbHOH πᾶκγ- 
HOM», NOTOMY UTO OHM MpOTHBOpeyaT MOUTH BCeM JOBOaM, ΠΡΗ- 
BOJALIMMCA B ee ΟΠΡΆΒΠΔΗΜΘ. 

Hanpyumep, 4eM OO LACHHTE, ΤῸ NalNMpycHble CBHTKH BH3aH- 
THUcKOH 310xH (IV—IX BB.) He coxpaHHNch, TOra KaK MHO- 
2KECTBO HOTHOTO MATepHasa, 3A:pUKCHPOBaHHOLO Ha TAKOM 2Ke 
lanupyce, HO TaTHpyemMoM Kya Goee paHHUM NepHojomM, 61a- 
TONOAYYHO FORMIO TO ἩΔΙΙΗΧ ΠΗΘΗ ἢ 

B camom Π6116, 3TH NAMATHHKU ΠΆΒΗΟ UM XOPOLIO M3BeCTHBI. 
A TOKO ΗΔΠΟΜΗΙῸ ux. Bce oH cofepoKaT MYy3bIKaJIbHbIM Ma- 
TepHasl, ΒΔ ΠΗΟΔΗΗΒΙΠΪ B AHTHYHOK «AsbIUecKOH» HOTaLMu. 

III 8. πο x. 9. Papyrus Leiden inv. 510. — Wparmeut c 
HOTHbIM TeKcTOM u3 «MdureHnu B ABsuge» ΕΒΡΗΠΗ πᾶ (cTHxu 
784-792 u 1499-1509)". 


16 Kar ye yKasbiBatoch, MepetieHb 3THX PYKOMNMCcell AaeTCH B Μμ8Χ.: 
Haas M. Op. cit. S. 71-79. 

'7 Jourdan-Hemmerdinger D. Comptes rendus de l’Académie des 
Inscriptions et Belles-lettres. 1973. P. 292-302. Idem. Les Sources en 
musicologie. Paris, 1981. P. 35-65. Commoti G. Museum Philologicum 
Londiniense 2, 1977. P. 69-84. Idem. Music in Greek and Roman Cul- 
ture. Baltimore, 1989. P. 110-112. 
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notation known to science. Really, a calculation of all these 
materials shows that 30 manuscripts survive from the XIIth 
sentury, 14 manuscripts from the XIth century, and there 
are only five manuscripts left from the Xth century!®. This 
declining rate of manuscript survival is very natural. Time 
does what it has to do: the earliest notation is the most ancient; 
Paleo-Byzantine notation had been changed and substituted 
by different types. So, if there are only five manuscripts left 
from the X century, it’s no wonder that there are no materials 
left from the earlier time. 


§ 3. Counter Arguments 


There are many facts, however, which contradict the idea 
of five centuries of «musical lacuna». They contradict almost 
all of the propositions given as justifications of it. 

For example, how can the following fact be explained: 
papyrus scrolls of the Byzantine epoch (IVth—IXth centuries) 
have not survived, but numerous notation materials, written 
on the same type of papyrus, and dated to earlier times have 
successfully escaped destruction? 

Really, these monuments are well known. I will list them. 
All these sources contain musical material, written in antique 
«pagan» notation. 

IlIth century B. C. — Papyrus Leiden inv. 510. — 
A fragment with notation text from Euripides’ «Iphigenia in 
Aulis» (verse 784-792 and 1499-1509)!”. 


16 As it has been already indicated, a list of these manuscripts is 
given in: Haas M. Op. cit. S. 71-79. 

17 Jourdan-Hemmerdinger Ὁ. Comptes rendus de |’Académie des 
Inscriptions et Belles-lettres. 1973. P. 292-302. Idem. Les Sources en 
musicologie. Paris, 1981. P. 35-65. Commoti G. Museum Philologicum 
Londiniense 2, 1977. P. 69-84. Idem. Music in Greek and Roman Cul- 
ture. Baltimore, 1989. P. 110-112. 


24 § 8. Konmpapeymenmo 


III Β. go Η. 9. Papyrus Zenon 59533. — HoruposauHeiit 
cbparMeHT M3 HeusBecTHOH Tparequn!®. 

ΠῚ 8. qo Η. 9. Papyrus Hibech 231. — ΠΒ8 bparmenta c 
BOKaIbHOM HOTaluel?}9. 

ΠῚ--Ὶ ΒΒ. πο Η. 9. Papyrus Oxyrhynchus inv. 89 B/29-33. — 
@DparMeHTbI HEMSBeECTHOTO NOSTMYeECKOFO TeKCTa, YacTH KOTO- 
PLIX cHa6?KeHLI BOKaNbHOM HoTalHet2?. 

II 8. πὸ Η. 9. Papyrus Vindononensis G 29825 a-f. — @Ppar- 
MeHTbI M3 Tparequi HM CaTHpOBCKUX Apam c HOTaMH?2!. 

II 8. πὸ η. 9. Papyrus Vindononensis G 13763/1494. — 
@parMeHTHE! BOKaIbHOH My3bIKM C MHCTPyMeHTAJILHbIMK MHTep- 
Juoquamu?. 


8 Mountford J. A New Fragments of Greek Music in Cairo // 
Journal of Hellenic Studies 51, 1931. P. 91-100. Idem. Greek Mu- 
sic: The Cairo Musical Fragment // Powell J. New Chapters in the 
History of Greek Literature. Vol. III. Oxford 1933. P. 260-263. 
Grande C. del. Nuovo frammento di musica greca in un papiro der 
Museo del Cairo // Atti del IV Congresso internazionale di papiro- 
logia. Firenze 1935. Aegyptus Publicazioni, serie scientifica, 5, 1936. 
P. 369-382. Marrou H. Les fragments musicaux du papyrus de 
Zénon, Musée du Caire N 59 588 // Rheinisches Museum 13, 65 
1939. P. 308-320. 

19 Turner E. The Hibeh Papyri. Vol. II. 1955. P. 152. Pack R. The 
Greek and Latin Literary Texts from Greco-Roman Egypt. Ann Ardor, 
Mich. 1965. Ne. 2445. 

°° West M. Ancient Greek Music. Oxford 1992. P. 279 (N. 10). 

*! Wessely C. Antike Reste griechicher Musik, 22. Jahresbericht 
des K. K. Staatsgymnasiums im 3. Bezirk Wien 1890. Wien, 1891. 
S. 18, 23. Crusius O. Zu neuentdeckten antiken Musikresten // Phi- 
lologus 52, 1898. S. 200. Gerstinger H. Bericht itber den derzeitigen 
Stand der Arbeiten an den Papyrus Erzgerzog Rainer / / Atti del IV 
Congresso internazionale di papirologia. Firenze 1935. Aegyptus Pub- 
licazioni, serie scientifica, 5, 1936. P. 309. Hunger H. Péhlmann E. 
Neue griechische Musikfragmente aus ptolemdischer Zeit in der Papy- 
russammlung der Osterreichischen Nationalbibliothek / / Wiener Stu- 
dien 75, 1962. 5. 53-55. 

Ἔξ Péhimann E. Denkmiler altgriechischer Musik. Sammlung, Uber- 


tragung und Erlauterung aller Gragmente und Falschungen. Nirnberg 
1970. S. 93-94. 
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IlIth century B. C. — Papyrus Zenon 59533. — Notation 
fragment from an unknown tragedy'®. 

IlIth century B. C. — Papyrus Hibech 231. — Two frag- 
ments with vocal notation!®. 

IlI—IIth century B. C. — Papyrus Oxyrhynchus inv. 89 
B/29-33. — Fragments of an unknown poetry text, parts of 
which have vocal notation”. 

IIth century B. C. — Papyrus Vindononensis G 29825 a-f. — 
Fragments of tragedies and satyric drama with notation”. 

IIth century B. C. — Papyrus Vindononensis G 13763/ 
1494. — Fragments of “ocal music with instrumental in- 
terludies”’. 


18 Mountford J. A New Fragments of Greek Music in Cairo // 
Journal of Hellenic Studies 51, 1931. P. 91-100. Idem. Greek Mu- 
sic: The Cairo Musical Fragment // Powell J. New Chapters in the 
History of Greek Literature. Vol. III. Oxford 1933. P. 260-263. 
Grande C. del. Nuovo frammento di musica greca in un papiro der 
Museo del Cairo // Atti del IV Congresso internazionale di papiro- 
logia. Firenze 1935. Aegyptus Publicazioni, serie scientifica, 5, 1936. 
P. 369-382. Marrou H. Les fragments musicaux du papyrus de 
Zénon, Musée du Caire No. 59 533 // Rheinisches Museum 18, 1939. 
P. 308-320. 

19 Turner E. The Hibeh Papyri. Vol. II. 1955. P. 152. Pack R. The 
Greek and Latin Literary Texts from Greco-Roman Egypt. Ann Ardor, 
Mich. 1965. No. 2445. 

20 West M. Ancient Greek Music. Oxford 1992. P. 279 (No. 10). 

21 Wessely C. Antike Reste griechicher Musik, 22. Jahresbericht 
des K. K. Staatsgymnasiums im 3. Bezirk Wien 1890. Wien, 1891. 
S. 18, 28. Crusius O. Zu neuentdeckten antiken Musikresten // Phi- 
lologus 52, 1898. 5. 200. Gerstinger H. Bericht tber den derzeitigen 
Stand der Arbeiten an den Papyrus Erzgerzog Rainer // Atti del IV 
Congresso internazionale di papirologia. Firenze 1935. Aegyptus Pub- 
licazioni, serie scientifica, 5, 1936. P. 309. Hunger H. Péhlmann E. 
Neue griechische Musikfragmente aus ptolemiischer Zeit in der Papy- 
russammlung der Osterreichischen Nationalbibliothek // Wiener Stu- 
dien 75, 1962. 5. 53-55. 

22 Péhimann Ε. Denkmiler altgriechischer Musik. Sammlung, Uber- 
tragung und Erlauterung aller Gragmente und Falschungen. Nurnberg 
1970. S. 93-94. 
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II-I ΒΒ. fou. 3. Papyrus Vindononensis G 2315 (Rainer inv. 
8029). — Pparment us «Opecra» Espunnyza (cruxu 338-344)”. 

I-II ΒΒ. Papyrus Oxyrhynchus 2436. — ®parmeut catu- 
poBol Apamur4. 


I-II ΒΒ. Papyrus Osloensis inv. 1413. — Horuposanupiit 
ApaMaTHueckui peunTaTuB”’. 
II 3. Papyrus Michiganensis 2958. — Tpamatuyecknit 


Auanor, coqepxanHHe ΚΟΤΟΡΟΓῸ ΠΟΟΒΉΠΙΘΗΟ ΒΟΒΒΡΆΠΙΘΗΜΙΟ 
Opec ta”®, 
Π-ΠῚ ΒΒ. Papyrus Berolinensis 6870. — Pparment moana". 


38 Wessely C. Op. cit. 5. 16-26. Idem. Papyrus-Fragment des 
Chorgesanges von Euripides Orest 330ff. mit Partitur // Mitteilungen 
aus der Sammlung der Papyrus Erzgerzog Rainer 5, 1892. S. 65-73. 
Wessely C. Ruelle Ch.E. Le Papyrus musical d’Euripide // Revue des 
Etudes Grecques 5, 1892. P. 265-280. Crusius O. Zu neuendeckten anti- 
ken Musikresten // Philologus 52, 1893. 5. 174-200. Williams C. F. A. 
Notes on a Fragment of the Music of Orestes // Classical Review 8, 
1894. Ρ. 313-317. Torr C. The Music of the Orestes // Ibid. P. 397- 
399. Monro D. The Modes of Ancient Greek Music. Oxford, 1894. P. 91- 
94, 130-132. Martin E. Trois Documents de la musique grecque. Paris, 
1953. P. 14-24. Vogel M. Die Enharmonik der Griechen. Bd. I. Dissel- 
dorf, 1962. S. 109-113, 128. Longman G. The Musical Papyrus: Euri- 
pides, Orestes 332-340 // Classical Quarterly 12, 1962. P. 61-66. 

*4 Turner E., Winnington-Ingram R. Monody with Musical Nota- 
tion // The Oxyrhynchos Papyri 25, 1959. Ne. 2436. P. 113-122. 

25 Eitrem S., Amundsen L., Winnington-Ingram R. Fragments of 
Unknown Greek Tragic Texts with Musical Notation // Symbolae Os- 
loenses 31, 1955. P. 1-87. 

36 Perl O., Winnington-Ingram R. A Michigan Papyrus with Musical 
Notation // Journal of Egyptian Archeology 51, 1965. P. 179-195. 

27 Schubart W. Ein griechischer papyrus mit Noten // Sitzung- 
sberichte der Deutschen Akademie der Wissenschaften zu Berlin. Phi- 
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II-Ith century B. C. — Papyrus Vindononensis G 2315 
(Rainer inv. 8029). — Fragment from Euripides’ «Orestes» 
(verses 338-344)”. 

I-IIth century A. Ὁ. — Papyrus Oxyrhynchus 2436. — 
A Fragment from a satyric drama”. 

I-IIth century A. D. — Papyrus Osloensis inv. 1413. — 
Notation of dramatic recitative”>. 

IIth century A. D. — Papyrus Michiganensis 2958. — 
Dramatic dialogue, devoted to Orestes’ return”®. 

Ii—-IlIth century A. D. — Papyrus Berolinensis 6870. — 
A Fragment of paean™”.  , 


28 Wessely C. Op. cit. 8. 16-26. Idem. Papyrus-Fragment des 
Chorgesanges von Euripides Orest 330ff. mit Partitur // Mitteilungen 
aus der Sammlung der Papyrus Erzgerzog Rainer 5, 1892. S. 65-73. 
Wessely C. Ruelle Ch-E. Le Papyrus musical d’Euripide // Revue des 
Etudes Grecques 5, 1892. P. 265-280. Crusius O. Zu neuendeckten anti- 
ken Musikresten // Philologus 52, 1893. 5. 174-200. Williams C. F. A. 
Notes on a Fragment of the Music of Orestes // Classical Review 8, 
1894. P. 313-317. Torr C. The Music of the Orestes // Ibid. P. 397- 
399. Monro ἢ. The Modes of Ancient Greek Music. Oxford, 1894. P. 91- 
94, 130-132. Martin E. Trois Documents de la musique grecque. Paris, 
1953. P. 14-24. Vogel M. Die Enharmonik der Griechen. Bd. I. Dissel- 
dorf, 1962. S. 109-113, 128. Longman G. The Musical Papyrus: Euri- 
pides, Orestes 332-340 // Classical Quarterly 12, 1962. P. 61-66. 

34 Turner E., Winnington-Ingram R. Monody with Musical Nota- 
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ΠῚ Β. Papyrus Oxyrhynchus 1786. — ΧΡΜΟΤΔΗΟΚΗἥ ΓΉΜΗ 
Β 1601} ΟΒπτοῦ Tponupi”. 

Vi sto ΤΌΠΒΚΟ CaMble OCHOBHbIe HOTOrpaduyeckHe ΠΑΠΗ- 
PpycHble NMaMATHAKM JOBU3aHTHicKHxX BPeMeH, KOTOpble yoKe Ha 
IIpOTAXKeHUM ΜΗΟΓῊΧ FecATUeTUM HAXOJATCA B HAyYHOM OOopoTe 
MW IlOCTOAHHO HccuegzywTca. Β ZelicTBUTeJIbHOCTH ΚΘ MX HAaMHO- 
ro Gombe’. 

ΚΘ TOJIbKO OFHO ΟΥ̓ΠΙΘΟΤΒΟΒΔΗΜΘ CTOJIb BHYIMUTeJIBHOFO 
pga MY3bIKaJIbHbIX MalupyCHbIX HCTOUHMKOB, AAaTHPYWUUXxcA 
HOBU3aHTHHCKMMM BpeMeHaMH, BbISbIBAeT He TOJIBKO HefOyMe- 
HMe, HO M CepbesHble COMHEHUA B peasIbHOCTH «Oe3s3By4HOTO» 
ucTopHueckoro NpoctpaHcTBa. He ABAeTCA JIM OHO ΠΠΌΠΟΜ Ha- 
mux 8δῦπν ΘΗ 7 

B camo jeje, 4em OObACHUTL, TO ὅοΠ66 PaHHHe MCTOU- 
HUKM coxpaHusiuch, a Gomee ΠΟΒΠΗΜΘ He yuenenu? He cnuu- 
KOM JIM MapagoKcasibHa TakanH cuTyaluA? Beab peub ΜΠΘΤ ΗΘ 
o6 OTJCNbHbIX NaMATHHKAX JOCTATOUHO OFpaHHyeHHOro Me- 
puoga, Korgja H3-3a MHOKeCTBA ΒΠΟΠῊΘ KOHKPeTHBIX ΠΡΗῪΜΗ 
BO3MOXKHO, ΤῸ B Mpeyestax ΟΠΗΟΓΟ- ΠΒΥ͂Χ CTOJeTHH Ooslee paH- 
Hue JOKYMeHTHI cOxpaHAWTcaA, a Gomee ΠΟΘΠΗΜΘ TrHOHyT. Spec 
Bce uHaYve. UTo6Li NOHATL 9TO, FOCTATOUHO TOJIBKO MBbICJIeHHO 
OKHHYTb 9TU NovcTuHe ΓΠΟΟΆΠΡΒΗΒΙΘ nepuorL: DIECTb pannux 
cToxeTui (III 8. πο Η. 9. — ΠῚ B. Η. 9.), coxpaHHBINMXx ZocTa- 
TO“UHOe KOIMUeCTBO HOTOIpaduueckHx NaMATHHKOB, κα ΠΉῚΤΡ 


2 Hunt A., Jones H. Christian Hymn with Musical Notation // 
The Oxyrhynchos Papyri 15, 1922. P. 21-25. Grande, C. del. Inno 
cristiano antico // Rivista Indo-Greca Italica di Philologia, Lingua, 
Antichita 7, 1923. P. 173-179. Abert H. Ein neuendeckter frihchrist- 
licher Hymnus mit antiken Musiknoten // Zeitschrift fiir Musikwissen- 
schaft 4, 1921. S. 524-529. Idem. Das alteste Denkmal der christlicher 
Kirchenmusik // Antike 2, 1926. 5. 282-290. Reinach Th. Un ancétre 
de la musique d’Eglise // La Revue Musicale 3, 1933. P. 8-25. Wagner R. 
Der Oxyrhynchos-Notenpapyrus // Philologus 79, 1924. S. 201-221. 
Miinscher K. Zum christlichen Dreifaltigkeitshymnus aus Oxyrhyn- 
chos // Ibid 80, 1925. S. 209-213. Wellesz E. The Earliest Example of 
Christian Hymnody // Classical Quarterly 39, 1945. P. 34-45. Ibid. 
Op. cit. P. 152-156. 

29 JKenawollMM O3HaKOMMTECA c Ux onMcaHvem cm.: West M. L. 
Op. cit. P. 277-283. 
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ΠῚ} century A. D. — Papyrus Oxyrhynchus 1786. — 
A Christian hymn in honor of the Holy Trinity”®. 

And these are just the main notation papyruses of 
the pre-Byzantine times. These materials have been studied 
and researched by scientists for decades. Actually, the number 
of them is much higher’”’. 

The existence of such a great number of papyrus scrolls, 
dated to pre-Byzantine times, causes some perplexities, and 
moreover, leads to serious doubts regarding the veracity of 
«soundless» historical space. Could it be just a plot of our 
delusion? 

Really, how can the following fact be explained: the 
earlier sources have survived, but the later ones have not? 
Is it not a little too paradoxical? We are not talking about 
separate monuments of a particular period of time, when 
there are many possibilities that, due to some obvious 
reasons, some earlier monuments survive and the later are 
destroyed within one or two centuries. But we are talking 
about a different situation. In order to understand this, it 
is necessary to make an overview of these truly enormous 
periods: the six earliest centuries ( IIIth century B. C. — 
IlIth century A. D) which have quite a large heritage of 
notation monuments, and five centuries of late Byzantine 
history (IVth—IXth centuries) which have absolutely no mo- 


5. Hunt A., Jones H. Christian Hymn with Musical Notation // 
The Oxyrhynchos Papyri 15, 1922. P. 21-25. Grande, C. del. Inno 
cristiano antico // Rivista Indo-Greca Italica di Philologia, Lingua, 
Antichita 7, 1923. P. 173-179. Abert H. Ein neuendeckter friihchrist- 
licher Hymnus mit antiken Musiknoten // Zeitschrift fiir Musikwissen- 
schaft 4, 1921. 5. 524-529. Idem. Das alteste Denkmal der christlicher 
Kirchenmusik // Antike 2, 1926. 8. 282-290. Reinach Th. Un ancétre 
de la musique d’Eglise // La Revue Musicale 3, 1933. P. 8-25. Wagner R. 
Der Oxyrhynchos-Notenpapyrus // Philologus 79, 1924. S. 201-221. 
Miinscher K. Zum christlichen Dreifaltigkeitshymnus aus Oxyrhyn- 
chos // Ibid 80, 1925. 5. 209-213. Wellesz E. The Earliest Example of 
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Op. cit. P. 152-156. 

9 See also: West M. L. Op. cit. P. 277-283. 
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Tlo3qHUX BH3aHTHHCKHX BekoB (IV—IX BB.), HaUnCTO ΠΗΠΙΘΗ- 
ἩΡΙΧ HX. MooKHO IM OTLICKaTb ΠΡΗΎΜΗΒΙ ΤΆΚΟΓῸ ΠΑΡΆΠΟΚΟΑΥ 

A6cos0THOe GOJbUIMHCTBO ΒΡΙΠΙΘΠΘΡΘΌΎΜΟΠΘΗΗΡΙΧ PaHHUXx 
HaMATHMKOB (HO ΠΆΠΘΚΟ He BCe) OOHapy2KeHbI B ceBepHoM Erun- 
Te, B Tak HasbIBaeMOM «ῬΔΙΌΜΟΚΟΜ oOa3sice, rye, ΠΟ ΟΠΟΒΔΜ yue: 
HbIX, CAM KJIMMAT M reorpacduueckue ycIOBHA ciocoOcTBOBAaJIN 
AoNropeuHocTH Nanupyca. CuutTaetca, uTO caMa IIpupoya Πο- 
3BOUIa CTaTh PaloMCKOMy OasHcy YHHKaJIbHOU KafOBOH, co- 
ΧΡΔΗΜΒΠΙΘΙΗ͂ CTONb OOWIMPHY!HO ApeBHIOW NanupycHywW δὕμῦπμο- 
texy. Ecnu fake cormacuTbcA Cc TakKOM TOUKON 3peHHA (XOTA 
OHa BO ΜΗΟΓῊΧ OTHOMICHHAX BeECbMa YA3BUMA), TO TOT Za BO3HH- 
KaeT Apyrok Bonmpoc, TakKe TpeOylOliHh OTBeTa. 

Beas BusaHTua mpucytcTBoBasa B Erunte yo VII Beka BKJII0- 
ἜΜΤΘΠΡΗΟ (a TOUHee — Ao ceHTAOpA 642 roga). EcTecTBeHHO, ἯΤΟ 
HOPMBI KYJIBTYPHOM ΚΗ TOM NPOBMHIMH He MOTJIM B TOM HIM 
MHOK ΟΥ̓ΘΠΘΗΗ He OyU{aTb Ha ceGe ΠΥΧΟΒΗΟΓΟ BJIMNAHHA MeTPoO- 
Tlomuu. Bonee Toro, ΧΟΡΟΠΙῸ M3BecTHO, ΤῸ B PaHHeBM3saHTHH - 
cKuH NepvHog Β camom Erunte 6ypiuna BecbMa pasHooOpasHaa 
MHTeNeKTyasIbHad WM ΧΥ ΠΟΣΚΘΟΥΒΘΗΗΔῊ JKU3Hb. JlocTaTOuHO 
BCHOMHUTE CuHecua u3 Kupeusi (py6ex IV-V ΒΒ.), ocTaBMBille- 
ro ΠΟΟΠΘ ce6A OOWINPHOe SIIMCTOIApHOe Haceqwve M MHOTOULC- 
JICHHbIe THMHBI, coyepKalljve yAMBUTeJIbHYIO CMeCb Φηποοσοῷ- 
CKUX HW XPHCTMaHCKHX BOs3peHuH. A vero CTOMT ΗΆΠΡΗ͂ΜΘΡ TakaA 
OnucTaTesIbHaA WMu4HOCTb, Kak AdaHacui AnekcaHApHicKuh, 
ΘΟΒΠΒΒΠΙΗ HeMasloe UMCIIO COUMHEHHH, ΠΟΟΒΗΠΙΘΗΗΡΙΧ AKTYAaJIb- 
HbIM B ero BpeMA TeOJIOrM4ecKuM criopaM. Tora ΚΘ 2KMJI ΤΒΟ- 
pus KpynHeluiMi ucTopuk erumetTcKoro MoHamiectTBa Ilannaqun 
M3 ΘΠΘΗΟΠΟΠΗ͂, ΠΡΟΒΟΠΠΙΜΗ͂ AecATh ΠΟΤῚ cpequ eruleTCKMX MOHA- 
xoB. Hexb3a He YIOMAHYTb Tak2Ke 3HaMeHUTOrO Kupysiia AseK- 
caHApuilickoro, HalMcaBlliero ΜΗΟΣΚΘΟΤΒΟ MponopeseH. Tam 2*Ke 
TIpouberTasa ΠΟΠΥΠΉΡΗΔΗ M TparMuecKH ΠΟΓΜΟΊΠΙΔΗ Mnatua, ΚΟΤΟ- 
pan ΒΘΠ8 AKTHBHYW IipenoyaBaTeJIbCKYy!O Jl@ATeJIbBHOCTh Ηὶ KOMMEH- 
THMpoBana counHeHUuA I]natona αὶ ApuctTotena. A ΒΘΠΡ 9TO Oba 
TOJIBKO BEPXHAA 4ACTh UTepaTypHO-*usococKo-TeoJIOrHyecKo- 
ro alic6epra. He BLI3bIBaeT COMHEHMM, UTO B TOT Ke PaHHEBH3AaH- 
TuNMcKM Nepnog Β Erunte cosqaBasuch pyKONMCcH, BKIUOYAaAWL He 
B ceOA He TOKO OMycblI CTOJIb 3HAMeCHUTEIX COOTeUeCTBEHHH- 
KOB, HO M paOoTbl MHOTUX Apyrux mucaTeyeu «cpeqHeH ΡΥ ΚΜ». 
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numents of this kind. Is it possible to find the reasons for 
this paradox? 

Most of the monuments listed above (but not all of them) 
were found in Northern Egypt, in the Faiypim oasis. According 
to scientific opinion, the climate and geographical conditions 
of that area contributed to the longevity of papyrus. It is 
thought that nature itself allowed the Faiyim oasis to become 
a unique pantry in which such a vast ancient papyrus library 
has been preserved. Even if we assume that this point of 
view is right (and in many respects this conception is very 
vulnerable), we still will have to face another question, which 
demands an answer. ° 

Byzantium reigned in Egypt until the middle of VIIth 
century (to be more precise — until September, 642). And 
it is natural, that standards of cultural life of the provin- 
ce could not escape the intellectual influence of metropo- 
lis. Moreover, we know that in the early Byzantine period 
Egypt itself had an exuberant and diverse intellectual and 
artistic life. It is sufficient to recall the name of Synesios 
from Cyrena (the late IVth — early Vth centuries) who left 
a large epistolary heritage and multiple hymns, which 
contained a remarkable mixture of broad philosophical and 
Christian views. And it is also worth mentioning that 
Athanasios, patriarch of Alexandria wrote quite a lot of 
works devoted to theological disputes relevant to that 
time. A major historian of Egyptian monasticism who 
spent ten years among the Egyptian monks — Palladios of 
Helenoupolis — had been working at that time too. We 
also must mention the name of the well-known Cyril of 
Alexandria, who wrote many sermons. The famous Hypatia, 
who was tragically killed, also flourished there at that time. 
She was active in teaching and commenting on the works 
of Plato and Aristotle. And this is just the cap of the 
«literarary-philosophical-theological» iceberg. There is no 
doubt, that in Egypt during that same early Byzantine 
period manuscripts were being created, which contained 
not only opuses of famous authors but also works of 
ordinary writers. 
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Tak ΠΟΉΘΜΥ B TOM ΚΘ ὙΠΗΒΗΤΘΠΒΗΟΜ DaloMcKoM oOasuce 
He TOJIbBKO He COXpaHHJIOCch HAKaKUX MY3bIKaJIbHbIX JOKYMeH- 
TOB PaHHeBH3aHTHHCKUX BpeMeH, HO aOcOMIOTHO HHKAaKHX Ma- 
TePHAaJIBHbIX ΟΠΘΠΟΒ ake OT STON 9IMTHOK UM MOBCeMeCTHO pac- 
IIpocTpaHeHHOH JIMTepaTyPbI, cocTaBIABIWel CNaBy MH ΓΟΡΠΟΟΤΡ 
BU3aHTHuMcKoro Erunta? Passpe ΜΒΜΘΗΜΠΟΗ ero KnMMaT? πῃ 
MOKeT ObITh 3allyWjeHHaA Ha MHOTMe cTOeTHH cCMcTeMa Up- 
PHraljMOHHbIX coopyxKeHHuH ZomMHEI Huma, npoctuparwujanca 
oT AccyaHa πὸ Kaupa, BHOBL cTana (YHKIMOHUpOBaTb MW TeM 
caMbIM ObIJIa HapyllieHa BeKAMH YCTOABIMAaAACA CyXOCTb ΠΟΊΒΒΙ, 
CTOJIb HeEOOXOAUMAA AIA COXpaHHOcTH Manupycos? Huuero no- 
ΠΟΘΉΟΓΟ Hayke HeusBecTHo. IloaTomy ccbilIKa Ha YHUKAJIbHOCTh 
KJIMMaTH4¥eCKHX ycsIOBHH ceBepHoro Erunta B JaHHOM cJIy4ae 
He aeT ΚΠΙΟῚ Καὶ PellleHH!0 MpobJIeMbI. 

Ona BBITJIAQUT elle MeHee yOeAUTeJIBHOH, eCJIM BCIIOMHUTS, 
ἯΤΟ yoxe K VI BeKy xpynKuH HW JOMKUM MauMpyc ΠΟΒΟΘΜΘΟΤΗΟ 
ObIJI BLITeCHeH NlepraMeHom. A, Kak M3BecTHO, ITOT MaTepHvan 
HaMHOro ΠΠΟΤΗΘΘ HM ΠΟΠΓΟΒΘΊΗΘΘ He TOJIbKO MallMpyca, HO ΚΗ 
Oymarn. VM, BMecte c TeM, BU3aHTHVcKOM My3bIKasIbHOM KYJIb- 
type IV-IX cronetuii BHOBb «He Be3eT». Tloq06HO TOMY Kak OT 
sTOrO Nepvosa He yleteyO HM OfHOrO NanmupycHoro HoTOrpa- 
qduyeckoro laMATHHKa, Tak He COXpaHHJIOcb Η ΗΜ ΟΠΗΟΓῸ Nep- 
raMeHHOro MCTOUHMKA. PasBe He CTPpaHHO, ΤΟ BPeMA He Πο- 
Wa_nio Taxe ΠΡΟΥΗΒΙΝ NepramMenH «6e3s3sBy4HOH» 9ΠΟΧΗ, a 
XPYNKHH Manvpyc ΒΗΔΊΉΎΉΜΤΘΙΒΗΟ GoNee panHHero nepuora yile- 
ποι Wu ΟΥ̓ΠΙΘΟΥΒΨΙΟΤ Apyrve MpMU4HHb! CTOJb TZAUTeIbHOrO 
OTCYTCTBHA ΚΆΚΗΧ- ΠΟ HOTOrpaduyecKux JOKYMeHTOB, BOBCe 
He CBA3aHHble C MHMCUMM MaTepHasJIOM? 
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VM s3yecb BoneH-HeBoseH, MOACIyAHO speeT MBICJIb, KOTO- 
pas, c OMHOM CTOPOHEI, AO Mpesena mpocta, ac Apyroi — Kak 
6yaTO OObACHHeT Bce, UTO ΠΟΚἂ He ΠΟΠΠΆΘΤΟΣ OObACHEHHW: 
CYIMECTBOBAJIA JIM BOOBILLE HOTAIIMA B BASAHTHUN 
B ITEPHOX CIV ΠΟῚΧ BEK? Moxer 6nITb My3bIKaJIbHad KyJIb- 
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So, why are there no musical documents of early 
3yzantium found in the remarkable Faiysim oasis? Are there 
absolutely no tracks even of that elite, widely read literature, 
which brought fame and honor to Byzantine Egypt? Perhaps, 
its unique climate had changed? Or maybe the main reason 
is connected to the irrigation system of the Nile valley? 
This system, which was formerly abandoned for many 
centuries, spread from Assouan to Cairo. Maybe its 
renovation destroyed the aridity of the ancient soil, which 
was vital for papyrus conservation? Nothing of this kind is 
known to science. That is why the fact alluding to Northern 
Egypt’s unique climate does not give any clue to the solution 
of this problem. ins 

The fact that fragile and breakable papyrus was generally 
replaced by parchment by the VIth century makes the climatic 
argument even less convincing. We know well that this parch- 
ment has higher density and it is more durable than papyrus 
(and even than paper). But still, Byzantine musical culture 
of the IVth-IXth centuries happened to be «unlucky» again. 
Just as no papyrus notation monuments have survived, not 
one single parchment source remains. Is it not strange that 
time has not spared a durable parchment of the «soundless» 
epoch, but a fragile papyrus of a significantly earlier period 
has survived? Or maybe there are some other reasons which 
explain the absence of any notation documents during such a 
long period of time. Could it be that these reasons are not 
connected to written materials? 
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At this point one very interesting idea comes to mind. 
This idea on the one hand seems to be very simple, but on the 
other hand can not yet be explained: DID A NOTATION 
ITSELF EXIST IN BYZANTIUM IN THE PERIOD FROM THE 
IV" UNTIL THE IX'* CENTURY? Maybe musical culture 
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Typa oOxogqusacb Ges Hee, HM Te NaMATHUKH pybexa IX—-X BB., 
KOTOPEIMM OGslaqaeT COBpeMeHHAA HayKa, ABJAIOTCA MepBLIMU 
OlbITaMK ΠΟΠΟΘΗΟΓῸ poza? 

CaMa MocTaHoBKa TaKoro BolIpoca HaxOMTCA ΒΗΘ HayuHou 
myiockoctu. He ὄνομ 3a6bIBaTh, UTO HOTAIIMA — 510 ΟΒΟΘΟῦ- 
pasHasd NHCbMeHHOCcTh. Ona NOABIAeTCA Ha OllpeszeeHHOM 9TAa- 
lle pasBUTHA, Korga My3blKaJibHad NpakTHuKa, JOCTHTHYB ΟΠΡΘ- 
ΠΘΠΘΗΗΟΓῸ ypoBHA, y2Ke He B COCTOAHMK OCOXOAUNTLCA 668 ee 
NOMOMH, Korga ΦΗΚΟΔΙΜΗ My3blKaJIbHOrTO MaTepHasia ΟΥ̓ΔΗΟ- 
BUTCA ΗΔΟΥΠΙΗΟΠ HeoOXOAMMOCTbWO ἡ 9ΠΟΧἃ UMCKJIIOUNTeEJIbHO 
OecnHCbMeHHOTO MY3MLLMpoBaHHA HaBcerga yYXOAUT B ΠΡΟΠΙΠΟΘ. 
Ilo cyt ea, STO ΠΒ6 pasHbie ΠΟ ΒΜΟΤΟΡ ΜΈΘΟΚΟΜΨ YPOBHW My- 
3bIKAJIbBHble ΠΗΒΗΠΗΒΔΙΜΗ (HO, KOHE4YHO, He «XyoKe» HM «πΥ1- 
Ie», MOCKONbKY ΠΟΠΟΟΉΒΡΙΘ XapakKTePHCTHKU 37ecb Helpvem- 
giembl). IIpapya, yctHan TpagqMiuA MpososKaerT cyljecTBOBaTb 
WM ΠΟΟΙΠΘ BHeEAPeHHA HOTAILMH, MapasisieIbHo c Hei. Bo BcAKOM 
ciryuae, MMCbMe€HHAA MYSbIKaJIbHaA KYJIBTypa — 510 NpusHak 
KauecTBeHHO MHOTO ypoBHA. ΠΟΠΟΟΗΟ Tomy KaK HeH3BeCTHbI 
IMB JIM3allun, OTHaXKIbI OCBOUBIUIMe MMCbMeCHHOCTh HM BIIOCJIeL- 
CTBUM ΠΟΟΡΟΒΟΠΒΗΟ OTKasaBlUMecA OT Hee, TAK WH HEBO3MOIKHO 
IipeyqcTaBUTb MySbIKaJIbHy!0 KYJIbTypy, KOTOPaA Ha TIpOTsAKe- 
HHH JJIMTeJIbHOTO BPeCMe€HH HCMOMb3OBaa HOTAMHIO, a ΠΟΤΟΜ 
BepHyJIacb B ΟΒΟΘ JOHOTaALMOHHOe COCTOAHHE. AB o6cy*Kqae- 
MOM cJIyuae MBI, Kak 6yATO, cTasIKHBaeMCA HMeHHO C TAaKHM 
BapHaHToM. 

JlevictBuTenmbHO, UccNexqoBaTeIM ΨΟΘΟΚΠΔΙΟΤ Hac, UTO B ApeB- 
Heit peruu Mepexog «ycTHOTOo» My3HUMpoBaHHA Καὶ «ΠΗΟΒΜΘΗ- 
HOMY» CoBeplunsica rye-Tro B 11] B. Jo H. 9., MOCKOJbKY HMeHHO 
c 3TOrO BpeMeHH TaM CTaJlia AKTHBHO ΜΟΠΟΠΡΘΟΒΆΤΡΟΗ HOTauHA, 
M3BecTHAaA BIIOCIEACTBMUN Kak ApeBHerpeyecKoe HOTHOe IIMCb- 
mo. A HeKOTOpble uccresOBaTeNIM Wake HAaCTAaMBaloT Ha TOM, 
4TO ApeBHerpevecKanH HOTAaWNWA B USBECTHOM HAM Bue cyuye- 
cTBOBasia c V Beka ΠΟ H. 9. Ὁ Ona FOCTATOUHO ΧΟΡΟΠΙΟ usy4eHa, 
MOCKOJIbKY COXPpaHHJIMCh MCTOUHUKH, Pas bACHAIOIMIMe ee CMBICII. 
Cy ΠῸ KomMuecTBY FOWeAUWIMX FO Hac HOTOTpadH4ecKux Ma- 


30 Jourdan-Hemmerdinger D. La date de la «notation vocale» 
d’Alypios // Philologus 125, 1981. P. 299-304. 
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could do without it, and those materials of late the IXth — 
early Xth centuries, which scientists have access to, are just 
first experiments in using the new notation? 

The formulation of the question in this way places the 
proposition, only theoretical at this point, outside current 
scientific knowledge. We should not forget that notation is a 
distinctive system of writing. It emerges at a definite stage 
of development, when musical practice reaches a particular 
level and is unable to do without notation any more. At this 
point fixation of musical material becomes the greatest ne- 
cessity. Starting from that point, the epoch of «non-written 
music» forever vanishes in the past. In essence, there are 
two diverse musical civilizations, which are related to different 
levels of history (of course we don’t say «better» or «worse», 
because it is unacceptable to give references of this type in 
this case). But still the oral tradition lingers even after the 
introduction of notation, simultaneously existing in parallel 
with it. In any case written musical culture indicates a trans- 
jtion to a different level. As there are no civilizations known 
to science which once became familiarized with a system of 
writing and then voluntarily rejected it, it is impossible to 
imagine a musical culture, which used the notation for quite 
a long time, but then suddenly switched back to the pre-no- 
tational position. And in a case, which is being discussed now, 
it seems like we are faced with a simular situation. 

Really, scientists persuade us, that the transition from 
«oral music» to «written music» in ancient Greece happe- 
ned approximately in the IIIrd century B. C. Starting from 
that time, a notation known as Ancient Greek Notation 
writing, began to be actively applied. Some scientists 
insist, that Ancient Greek Notation as we know it now had 
been used since the Vth century B. C.*° It has been studied 
quite well, because complete documents, which explain its 
Meaning, remain. According to the number of notation 
monuments which have survived, notation was widely used, 


30 Jourdan-Hemmerdinger D. La date de la «notation vocale» 
@’Alypios // Philologus 125, 1981. P. 299-304. 
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MATHHMKOB, HOTallMA IPHMeHANAach NMOBCeMeCTHO HM cTasa Of- 
HMM U3 JOCTHKeHHM ASBIUeECKOM KYJIbTYPHI. 

Uro 9Ke 3sacTaBMJIO B MepBble MATL CTONeTHUM cpeqHeBeKo- 
BbA OTKasaTLca OT Hee? Kakuve ΠΡΊΎΊΜΗΒΙ ΒΡΙΗΥ ΠΗ ΠΗ͂ KyJIbTypy 
OT6POCHTh 910 3HAUMTebHOe 3aBOeBaHve αὶ BHOBb BEPHYTECH Καὶ 
6ecnucbhMeHHOMY MY3bIKaJIbHOMy o6uxosy? 

Ec MpHHATE 3a pearbHocTh «Ges3sByuHy» 9ΠΟΧΥ IV-IX, 
TO oTCHOAa ClleLyeT, UTO ApeBHerpeyuecKoe HOTHOe ΠΗ͂ΘΒΜΟ, ΠΡΟ- 
ΟΥ̓ΠΙΒΟΤΒΟΒΆΒ ΠΙΘΟΤΡ (MIM Jaxke TeBATb) CTOMeTH M CTAB He- 
OTbeEMJIeMOM YacThIO MySbIKaJIbHOW KYJILTYpbI, 668 BUAUMBIX ἡ 
IIOHATHBIX MPWUHH BILIIO “3 ynoTrpe6eHua. UM camoe yquBH- 
TeNIbHOe, UTO 9TO CJYUMOCh HMeHHO TOrma, KOrAa Hadalach 
2KU3Hb BUSAHTMUCKOH AMMepHu — ΠΟ obMjellpH3HaHHOMY MHe- 
HM10, BbICOKOpasBMTOrO MYSbIKAJILHOTO OOMIeCcTBA. 

HO MO3KET BbITb BCE OB LACHAETCA TEM, UTO ITPO- 
THB «A3bIUECKON HOTAIIMM» BbhICTYIIMJIO BCECHJIb- 
HOE B BUSAHTUN XPHCTHUAHCTBO? 

Vspectuo, ΤῸ XpHCTHaHCTBO, ΠΡΘΒΡΑΤΗΒΠΙΘΘΟΙ B BusaHTHK 
B rocyapcTBeHHyW ΡΘΠΉΓΜΙΟ, 3auacTyl0 C BparKeOHOCThWO H C AB- 
HBIM Iipejly6e2KJeHveM OTHOCHJIOCh KO BCeMY, ἯΤΟ ObIIO CBA3AHO 
¢ A3bIueCKMM ΜΗΡΟΜ. Ha To OLLI CBOM MHOFOUNCIeHHbIe ΠΡΗῚῊΝ - 
HbI, KOTOpble HH [JIA ΚΟΙῸ He ABJIAIOTCA CeKpeTOM. PesyIbTaTOM 
9TOFO MpOTMBOCTOAHHA, HMeBILero HellocpesCcTBeHHOe OTHOMEHHe 
K MYSbIKaJIBHOMYy OOHXOLY, CTasIO AKTHBHOe HeIIpHATHe ΠΘΡΚΟ- 
BbIO MY3bIKAJIbBHbIX MHCTPYMECHTOB, 3alATHABILIMX CeO CBASbIO C 
ABbIYeCCKHM KYJIBTOM (XOTA AJIA TOTO OLIN Καὶ Apyrve UpHumHel). 
Mooxer 6bITb ASBIYECKYIO HOTAILMIO MocTHIsia Ta ΚΘ CAMA YAACTh 
M OHa OKasaslacb BLIOpOMIeHHOM M3 ΧΡΗΟΤΗΔΗΟΘΚΟΙ͂ #KUSHU? 

K cuacTb, cyujecTByeT yOequTesbHoe JOKasaTeIbCTBO, UTO 
9TO He Tak. YNOMAHYTHIM MocueqHUM B ΒΡΙΠΠΘΠΡΗΒΘΠΙΘΗΗΟΜ πο- 
peuHe ΠΑΠΗΡΨΟΗΒΙΧ HCTOUHHKOB XPHCTMaHCKHA THMH CBatou 
Tponue (Papyrus Oxyrhynchus 1786) sanucaH A3bI4ecKOH HO- 
Tauven. Kak MbI BAUM, XpHicTHaH He WIOKMpOBaJIO, UTO CIIOBA, 
ΠΡΟΟΠΔΒΠΊΙΟΙΜΘ Caatyio Tpouly, ΘΟΠΡΟΒΟΣΚΠΒΙΟΤΟΗ HOTHBIMH 
3HaKaMM, KOTOPble U3faBHa OLIN B ΞΞΡΙΊΘΟΚΟΜ OOMXOTe HM ΜῸ- 
MOMb3OBANMCh DJIA 3allMCH THMHOB, ΠΡΟΘΠΔΒΙΠΙΟΙΠΧ ANowoHa, 
Hemesuny u Mys. Ilepeaq Hamu cbakT 3HaMeHaTeJIbHbI CaM ΠῸ 
ce6e. OH He AOIycKaeT Jake MpesANoOJIO#KeHMA O «TOHEHHAX» Ha 
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and even became one of the major achievements of pagan 
culture. 

What made people reject it during the first five centuries 
of medieval times? What were the reasons which forced that 
culture to cast aside this major achievement and go back to 
oral musical life? 

If we assume that the «soundless» epoch of the IVth- 
[Xth centuries really existed, we can see that a very interesting 
conception emerges. Ancient Greek Notation writing, after 
existing for six (or even nine) centuries, and after becoming 
an integral part of musical culture, suddenly, without any 
reasonable explanation, stopped being used. And the most 
amazing thing is that this happened exactly at the time the 
Byzantine Empire started its existence (according to a widely 
accepted opinion, the Byzantine Empire was always a highly 
developed musical society). 

But maybe all of this can be explained by the following 
statement: WHAT IF A POWERFUL BYZANTINE CHRISTIA- 
NITY CAME OUT AGAINST «PAGAN NOTATION»? 

It is very well known, that Christianity, which become a 
state religion in Byzantium, was very hostile and prejudiced 
against anything that was in any way connected to the pagan 
world. There were many obvious reasons for this kind of 
attitude. This opposition, in relation to musical life, resulted 
in the church’s hostility toward musical instruments, which 
were discredited due to their connection to pagan cults 
(although there were other reasons too). Could it be that pagan 
notation shared the same fate as musical instruments? And 
may it have just been discarded from musical life? 

Fortunately, there is convincing evidence that disproves 
this suggestion. A papyrus scroll is mentioned at the end of 
the foregoing list — a Christian hymn devoted to the Holy 
Trinity (Papyrus Oxyrhynchus 1786) — which is written in 
pagan notation. As we can see, Christians were not shocked, 
that words of praise to the Holy Trinity were accompanied by 
notation, once used for recording pagan hymns in favor of 
Apollo, Nemesis and Muse. This is a very significant historical 
fact. This fact is significant in itself. The fact does not allow 
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HOTAaI|M10 CO CTOPOHEI WepKBH. KoHedHo, MO2KHO HacTaBaTh Ha 
TOM, τὸ Papyrus Oxyrhynchus 1786 — ofMH-eqMHCTBeHHIi 
MaMATHUK XPHCTHaHCKOro cosepxKaHUA C ApeBHerpeuecKoli HO- 
TallMeH HM MOSTOMY OH He ΜΟΣΚΘῚ PaCCMATPHBATECA Kak ΒΟσΟΠΙΟΥ- 
HO yOeUTeIbHOe CBUJETEJIBCTBO HE TOJIbKO JIOAJIBHOCTH, HO WarKe 
TepMMMocTM XPHCTHaHCTBA Καὶ ASbI4eCKOH HOTALMNH. 

Cnopy HeT, ΧΡΗΟΤΗΔΗΟΚΗ ruMH ΟΒΗΤΟΪ Tpoune, 0 KoTO- 
POM UJeT peub, JelicTBUTeILHO, CERMHCTBEHHEIV M3BECTHBIM HaM 
NaMATHUK ΠΟΠΟΟΉΟΓῸ poga. Ho ΠΡῊ o6cyxgeHuN ero ΜΗΦΟΡΜΆΠΗ- 
OHHBIX BO3MO}KHOCTeM HY2KHO MOCTOAHHO ΠΟΜΗΗ͂ΤΡ O MpwunHax, 
BLISBaBLIMX NOABNIeHHe TaKOTO JOKyMeHTa. Ecau cogpy2KkecTBo 
OorociyKe6HOrO TeKcTa MH «ASbIUeCKOM». HOTAlIMH ObINIO 3acdbuKeu - 
POBaHO Ha Ilalupyce, 3HadHT OHO CTaJIO CeacTBHeM MoTpebHoc- 
Tei IpakTuKu. Maye He BO3HUKJIa Obi HeEOOXOAMMOCTE JarKe B 
OWHOpasoBon sanucn. B camMom Jevie, 3aueM HY2KHO ObIJIO 98 ΠΗΟΒΙ- 
BaTb ΓΗΜΗ, ecJIM He ΠΡΟΠΠΟΠΆΓΒΠΟΟΡΒ ΠΡΟ MOCTOAHHO MCNOJIHATE 
ero, M60 NepeyaTh B Apyrve pyKu AJA ΜΟΠΟΠΗΘΗΜΗ͂ UM coxpa- 
HUTb AIA TMamatTu? Bee yonycKkaembie cuTyallMu — cBuyeTesb- 
CTBa yuacTHA STOTO MY3bIKaJIBHOrO MaTepHasia B XPHCTHaHCKOM 
o6uxoge. OqHako, 3HaHHe ocoGeHHOcTeli My3bIKaJIbHOM 9KH3HU 
PaHHHX XPHCTMaHCKHX OONIMH JaeT OCHOBaHHe CUHTATh, YTO ΓΉΜΗ 
Canto Tpoute 6bI JaneKo He eMHCTBEHHBIM 3BYUAaBILIMM TAM 
llecHonlenuem®!, Ero crlenqyeT paccMaTpHBAaTh ΠΗΠῚΡ Kak yleseB- 
Iy!0 8018 eso ΓΡΥΠΠΡῚ OKyMeHTOB, a He KaK KaKOM-TO CJy- 
waliHbI o6pasell, He OTpaxKaWIHi THMMYHbIX HOPM MysblKasib- 
HOH I1pakTHKH, ΚΟΤΟΡΒΙΪ KAaKMM-TO ὝΨΠΟΜ ylleJie] MMeHHO JIA 
TOTO, UTOOLI HallpaBUTh Halll MOMCKH Mo ΠΟΣΚΗΟΜΨ MyTH. ΟΠπολε- 
HOCTL CHTyaljMu, CBA3aHHOH c «ΓΗΜΗΟΜ Canton Tpone», ΞΔ ΚΌΠΟ 
WaeTcA JIMUIb B TOM, UTO STO ΘΙΜΗΘΤΒΘΗΗΒΙΪΠ ΠΑΜΉΤΗΜΚ cosa 
XPHCTHAaHCTBA ἡ ASLIYeCKOH HOTALIMU, yleweBUIMH fo Hallux 
aHet. Korga ke B pactlops2KeHuM HayKu HaxOJATCA CUMTAHHBIe 
AOKYMeHTHI, TO KAKILIM 13 HUX MpHobperaeT ocoby!0 BasKHOCTL. 
SHaaHT, Moka HeT HUKaKHMX OCHOBAaHHH paccMaTpMBaTb TUMH 
Caatok Tpoute B KauecTBe UcKJHOUeCHMA M3 WpaBysia. 


31 Tlompo6Hee 06 atom cm.: Tepyman E. Tumu y uctoxos Hozoro 
s3aBeTa. Becegbl 0 MY3EIKaIbHOM ΚΘΗ PAaHHMX XPUCTHAaHCKUX OOH. 
M., 1997. 


§ 4, Assumptions 39 


us to assume «persecution» of notation by the Church. We 
can not assert, that Papyrus Oxyrhynchus 1786 is the only 
existing monument with Christian content and Ancient Greek 
notation together. And that is why it can not be treated as 
absolutely convincing evidence of Christianity’s loyalty to, 
or even tolerance of, pagan notation. 

It is indisputable that the Christian hymn in honor of the 
Holy Trinity is really the only monument known of this kind. 
But before discussing its informational abilities, we must keep 
in mind reasons, which led to the creation of such a document. 
If the fact of «concordance» of a religious text with pagan 
notation was registered on papyrus, it should have been a 
consequence of musical practice’s necessities. Otherwise, there 
would have been no need to make even an occasional notation. 
Really, why would somebody write a hymn if this hymn would 
not be constantly used and transmitted to different people, or 
if there was no reason for remembering it? All of these assumed 
situations evidently show that this musical material was being 
used in Christian everyday practice. However, the knowledge 
of the particularities of musical life in early Christian 
communities gives grounds to think, that the hymn to the 
Holy Trinity, by no means, is the only chant, that was heard 
in that time*!. It can be looked upon as a part of a major 
number of documents. It should not be treated as an accidentally 
surviving piece (one that does not reflect any typical norms of 
musical practice) which purposely tries to lead us the wrong 
way. The tragedy of the situation connected to the hymn to 
the Holy Trinity exists only in the fact that it is the single 
example of a concordance of Christianity and pagan notation, 
which has come down to us. When scholarship has only a 
particular amount of manuscripts at its disposal, each one of 
them assumes a vital importance. So, at this point, there are 
no reasons for considering hymn in honor of the Holy Trinity 
to be an exception from the rules. 


31 More about it see: Tepumax E. Tumyu y uctoxos Hosoro s3ase- 


Ta. Becegn 0 MYSbIKanbHOM %KM3HU PaHHMX XPHCTMaHCKMX OOUIMH. 
M., 1997 
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Bostee toro, ecu 6bI Β Halliem ῬΔΟΠΟΡΗΣΚΘΗΜΗ ΗΘ Obio Papy- 
rus Oxyrhynchus 1786, To 4 B STOM CJIydae HEJIb3A OLUIO ObI YTBEp?K- 
Wath, ΤΟ MeXKAy ASbIUeCKON HOTalMel MU ΡΔΗΗΘΧΡΜΟΥΜΔΗΟΚΟΙ͂ 
neBuecKOH KYJIbTypoH Oba HeMpoxoAMMad ΠΡΟΠΒΟΤΡ U OTCyTcT- 
ΒΟΒΆΠΗ KakHe 6bI TO ΗΜ ObIJIO KOHTAKTHI. CyllyjecTByeT ΟΠΗΔ BaoK- 
Hav OObeKTHBHAA IIpHunHA, yOexKTalollav B TOM, ἯΤΟ MeXKY MOJIO- 
HoH permurnett u crapoli HoTaljweli He JOJKHO 6bLIO OLITb KOHJINK - 
ta. Beqb HOTAallMA He HeceT HUKaKOH «ἩΠΘΟΠΟΓΜΊΘΟΚΟΙ Harpy3Ku». 
Ona ΠΡΟΠΟΤΆΒΠΗΘΤ co6oK ΠΗΠῚΡ CpeqCTBO 3allMcH 3sBy4alljero My- 
3bIKAaNIbHOrO MaTepHasa HU, Kak yoKe yKa3bIBAJIOCh, C 3TOM TOUKL. 
3PeCHUA ABJIAeTCA PAaSHOBHAHOCTLWO ΠΗΟΒΜΘΗΗΟΟΤΗ. ΠΟΠΟΟΗΟ Tomy, 
Kak OObI4HOe NHCbMO UKCMpyeT OAHOBPeEMeHHO ASLIYeCKyH, 
epeTHYeCKY10, BLICOKO-peJIMMO3HyW HM BCAKYWO APyryW JIMTepaty- 
py, Tak αὶ cpeACTBaMH HOTALIMM MOKHO 3allMCbIBaTh Kak 6OroxyJIb- 
Hble ΠΘΟΘΗΚΗ͂, Tak M BOSBbIMeHHbIe GorocsyKebHbIe ΓΉΜΗΒΙ. Hota- 
MA BHe UeouoruM. AMeHHO nosToMy BO BpeMeHa MHOTOUNCJieH- 
HBIX eBponeicKux ΡΘΒΟΠΙΟΠΗ ἢ Hoxsoro BpemeHu (Kora MeHAJIN 
KaJleHapb, CHCTeMy JIETOMCUMCJIEHUA, Ha3BaHHA ΜΘΟΗΠΘΒ ἢ WarKe 
lipaBusia opdorpadun) HAKOMY B ΓΟΠΟΒΥ HHKOrga He IPHXogu- 
πᾶ MBICJIb OTMCHUMTL HOTAUMWO, KaK «llepeKUTOK» ΠΡΟΠΙΠΟΓΙῸ. 

TIpodeccvoHambHoe pasBuTHue xpHcTHaHCKON ΠΘΡΚΟΒΗΟΗ͂ My- 
3bIKH, CYA ΠΟ BceMy, ΗΔ ΒΠΟΟΡ ΓΠΘ- ΤῸ HeCKOJIbKO pauee IV οτρ- 
JIETHA, MOCKOJIbKy B HCTOUHNKaX, HbIHe JAaTHPyeMbIX 9ΤῊΜ BpeMe- 
ΗΘΜ, y2Ke BCTPpevalWTCA ΤΟΡΜΜΗΒΙ ψάλτης, ψαλτῳδός αὶ ψαλμῷδες ὅ2, 
ΟδΟΒΗΔΈΔΙΟΙΠΜΘ ΠΡΟΦΘΟΟΜΟΗΘΠΒΗΟΙΓῸ MmeByero. B 6oslee paHHue 
CTOJIeTHA HOBOM SpbiI Jeo ΠΘΗΜΗ ΠΡῊ SOorocry2KeHHN ObIIO B 
pykKax ΠΡΗΧΟΣΚΔῊ WIM ΟΠΗΟΓῸ U3 ἼΤΘΠΟΒ, ἃ KaveCTBO TleHHA HE 
OU4eHb BOJIHOBAJIO «JIATYPIUCTOB», MOCKOJIbKy Tora BakKHa Oba 
UCKPeHHOCTh UCNOJIHeEHUA, a He YPOBeHb ero MySbiKasIbHocTH™. 
OyHako c ycuIoo#KHeEHveM ἢ ylopsAyoueHveM OorocsyKeHUH Tpe- 
6oBaHHA Καὶ MeByecKOMy Jesly BOSPAacTaJIM αὶ ITO HEMMHYeMO JOJIK- 
HO ObIJIO MpMBeCTM Καὶ CTAaHOBJIEHHIO ΓΡΥΠΠΡῚ ΠΡΟΦΘΟΟΜΟΗΔΠΡ- 


32 Cm., Hampumep: Cyrilli Hierosolymitani archiepiscopi Proca- 
techesis 6 // PG 33. Col. 344. [Pseudo]-Ignatii Ad Antiochenos XII 
1-2 // PG 5. Col. 908. 

33 Tlonpo6Hee οὔ atom cm.: T'epymaxn E. Tumu y uctoxos Hosoro 
Saseta. C. 76-86, 116-118. 
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Moreover, even if the Papyrus Oxyrchynchus 1786 were 
not at our disposal, in this case, still there would be no 
reason to insist that there was an abyss between pagan 
notation and early Christian chant culture and absolutely 
no contact between them. One objective reason convinces 
us, that there could not be a conflict between the young 
religion and old notation. Really, notation has absolutely 
no «ideological content». It is just a way of writing down 
the sounding material. And from this point of view notation 
is just a variety of a system of writing. As regular writing 
simultaneously registers pagan, heretical, highly religio- 
us and any other literature, notation can be used not only 
for writing down blasphemous songs, but also for recor- 
ding highly spiritual Christian hymns. Notation stays 
outside ideology. That is why during many European re- 
volutions in modern times (when the calendar, the system 
of numbering the years, the titles of months and even the 
rules of spelling had been changed) nobody ever had in 
mind an idea of abolishing the notation, as a «remnant» of 
the past. 

A professional development of Christian church music 
began somewhere before the early IVth century, all evidence 
considered found in documents now dated to that time, which 
contain terms like ψάλτης, ψαλτωδός and ψαλμῷδες 33; they show 
the presence of the professional chanter. In the early centuries 
A. D. parishioners or one of the readers were responsible for 
singing during the sermon. «Liturgists» did not care much 
about the quality of singing. Most important was the sincerity 
of singing, but not it’s musical level**. But as divine service 
became more complicated and better organized, the requi- 
rements became more demanding. This fact led to the creation 
of a group of professional chanters, which was formed within 


82 For example see: Cyrilli Hierosolymitani archiepiscopi Proca- 
techesis 6 // PG 38. Col. 344. [Pseudo]-Ignatii Ad Antiochenos XII 
1-2 // PG 5. Col. 908. 

33 More about this see: Tepyuman Ε. Tumu y uctoxos Hosoro 3886- 
ta. C. 76-86, 116-118. 
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HbIX NleBUMX, CPOPMMPOBaBllelicA ΒΗΥΤΡῊ Kuupa. Ho πὸ Tak 
HasbIBaeMbIM «ATOCTOJILCKUM yCTaHOBJIGEHHAM», OTHOCMMBIM, 
lpHosMsuTeibHO, Καὶ IV cToweTHIO, MOXKHO YBUAJeThL, ΤῸ NeBune 
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the clergy. But according to so-called «Apostolic consti- 
tutions», dated approximately to the IVth century, it can be 
seen that by that time chanters become an integral part of 


yoke IpouHo Bolu B Kup": 


Διάκονος ἀφορίζει ὑποδιάκονου, 
ἀναγνώστην, ψάλτην, διακό- 
γισσαν, ἐὰν ἢ τι τοιοῦτον μὴ 
παρόντος πρεσβυτέρου. Ὑποδια- 
κόνῳ οὐκ ἔξεστιν ἀφορίσαι, οὔτε 
μὴν ἀναγνώστην, οὔτε ψάλτην, 
οὔτε διακόνισσαν, οὔτε κληρικόν, 
οὐ λαϊκόν. 


J{uaxon omayuaem unoduaxko- 
Ha, UMeya, nesxezo, QuaKonuc- 
cy, eclu oKaxcemcaA MaKoe, 4MO 
c6éAujeHHUK OMcymcmeyem. 
Hnoduakony He no3s60nnemca 
omslyvamd Hu umeya, HU π66- 
4e20, HU QuaKoHUccY, HU KAU- 
puxka, Hu Hapod. 


CymectBy1t HeEOCIOpHMble CBHAeTeJILCTBa TOFO, UTO B 


the clergy*: 


Διάκονος ἀφορίζει ὑποδιάκονου, 
ἀναγνώστην, ψάλτην, διακό- 
νισσαν, ἐὰν ἢ τι τοιοῦτον μὴ 
παρόντος πρεσβυτέρου. Ὑποδια- 
κόνῳ οὐκ ἔξεστιν ἀφορίσαι, οὔτε 
μὴν ἀναγνώστην, οὔτε ψάλτην, 
οὔτε διακόνισσαν, οὔτε κληρικόν, 
οὐ λαϊκόν. 


The deacon excommunicates 
the reader, chanter, and deaco- 
ness, if it happens that the 
priest is not present. The hy- 
podeacon is not allowed to 
excommunicate any reader, 
chanter, deaconnes, or clergy- 
man, no one. 


There is some indisputable evidence proving that during 


«6e33By4HylO» 9ΠΟΧΥ MpocbeccwoHaJIbHble NeBune OLIN He- 
OTBeMJIEMOH WaCTbIO He TOJIbKO WEPKOBHOH, HO MH ΟὔΠΙΘΟΤΒΘΗ- 
ΗΟ BH3aHTMMCKON 2KH3HH. Tak, B 14-m Kanone IV Bcenexuckoro 
Co6opa, mpoxogusmero Β 451 rozy B ΧΑΠΚΉΠΟΗΘ, TpeBora Ὁ 
BJIMAHMUM ASbIGVECTBAa Ha JIMUHY!O JKHM3Hb «KJIMPOMaH» croco6- 


the «soundless» epoch professional chanters were not only an 
integral part of the Church, but also an integral part of Byzan- 
tine life. So, in the fourteenth Canon of the IVth Ecumenical 
Council that took place in Chalcedon in 451, we can see an 
obvious warning regarding the pagan influence on the clergy’s 


CTBOBaJIa TOMY, UTO TeBUve YNIOMUHAWTCA PATOM C uTenamMu®: 


Ἐπειδὴ ἔν τισιν ἐπαρχίαις ovy- 
κεχώρηται τοῖς ἀναγνώσταις, καὶ 
ψάλταις, γαμεῖν, ὥρισεν ἣ ἁγία 
σύνοδος, μὴ ἐξεῖναί τινι αὐτῶν 
ἑτερόδοξον γυναῖκα λαμβάνειν. 


IIockonbky 6 HeKOMopblx enap- 
xuax [asblueckue wceHU,UHoL ] 
cxoOAMCA Cc UMEeYaMU U NeBiuU- 
MU, YMOGdL WEHUMDdCA, CBAMOIL 
cuHOOd nocmano6usl He paspe- 


private life, because chanters and readers were listed together®: 


Ἐπειδὴ ἔν τισιν ἐπαρχίαις ovy- 
κεχώρηται τοῖς ἀναγνώσταις, καὶ 
ψάλταις, γαμεῖν, ὥρισεν ἣ ἁγία 
σύνοδος, μὴ ἐξεῖναί τινι αὐτῶν 
ἑτερόδοξον γυναῖκα λαμβάνειν. 


Due to the fact that in some 
eparchies [pagan women] get 
together with readers and 
chanters in order to get mar- 
ried, the Holy Synod decreed: 


ULAMdb HEKOMOPoLM U3 HUX Opamo 
UHAKOMbICAAULYIO WeEHY. 


A 23-4 Kanon IIomectuoro JIaoquKuiicKoro Cobopa (Bepo- 
ATHO, OKONO 363-364 rr.) ΒΆΠΡΘΙΠΒΘΤ UM ΠΟΤΡ OJeETHIMH B ὡράριον 
(opapd unu opapuit — JNMHHAA JIeHTa, KOTOpy!0 HageBaeT WHa- 
KOH, Kora 6epeT Ha ce6a BeeHue 4acTH ciyKO6bI)*: 


34 Constituiones apostolicae VIII 28, 7-8 // PG. I. Col. 1125. 

35 Ράλλης Γι, Πότλης M. Σύνταγμα τῶν θείων καὶ ἱερῶν κανόνων. T. Β΄. 
᾿Αθήναι, 1852. S. 251. 

36 Thid. T. Γ΄. Σ. 192. 


not to allow some of them to 
take heterodoxical wives. 


And the 23" Canon of the Landed Gentry of the Laodicea 
Council (about 363-364) prohibited chanters to sing dressed 
in ὡράριον (orarion — a long ribbon which the deacon puts on 
when leading part of the divine service)*: 


34 Constituiones apostolicae VIII 28, 7-8 // PG. I. Col. 1125. 

86 ράλλης Γι, Πότλης M. Σύνταγμα τῶν θείων καὶ ἱερῶν κανόνων. T. Β΄. 
᾿Αθήναι, 1852. 5. 251. 

36 Ττρίᾳ, T. Γ΄. Σ. 192. 
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Ὄτι οὐ δεῖ ἀναγνώστας, ἢ ψάλτας Ο mom, umo He Θοπόκηο πηϊ6- 


ὥράριον φορεῖν, καὶ οὕτως 


ἀναγινώσκειν, ἢ ψάλλειν. 


YaM UU NEBYUM HOCUM>d Opaps 
u 6 Hem” nem. 


Caenyrounii, 24- ἢ Kanon Toro xe Co6opa sampensaer mes- 
41MM M BCeM OCTAJIBHBIM «ΚΠΗΡΟΠΙΔΗΔΜ» XOQUTb Mo TpakTupam®: 


Ὅτι od δεῖ ἱερατικοὺς ἀπὸ 
πρεσβυτέρων ἕως διακόνων, καὶ 
ἑξῆς τῆς ἐκκλησιαστικῆς τάξεως 
ἕως ὑπηρετῶν, ἢ ἀναγνωστῶν, ἢ 
ψαλτῶν, ἢ ἐφορκιστῶν, ἢ θυρω- 
ρῶν, ἢ τοῦ τάγματος τῶν ἀσκη- 
τῶν, εἰς καπηλεῖον εἰσιέναι. 


O mom, umo He Θοπύκηο 6χο- 
dumb 6 mpakmup mem, Kmo 
npuobwex κα [yepKoeHomy ] 06- 
pady, om ceniuennuxKoe Oo Qua- 
ΚΟΗΟΘ u [πῶ] nocnedymuwezo 
YepKOGHOZO 36QHUR Oo cy MEK, 
umeyos, neeiux, npucAYyHCHU- 
K06, NPUGPAMHUKOG U 4Lepedvl 
ackemoe. 


B usgecTHom wpuan4yeckom cOopHukKe «OnanHarora» (Ἐπα- 


ναγωγὴ τοῦ νόμου), chopmupoBaBliemca ΟὝΘΒΗΠΗΟ BO BTOpPOH 


§ 4. Assumptions 


ψάλτας ὥράριον φορεῖν, Kai ot- 
τως ἀναγινώσκειν, ἢ ψάλλειν. 


48 


Ὅτι οὐ δεῖ ἀναγνώστας, ἢ About [a fact] that readers 


and chanters should not wear 
orarion and sing wearing it®’. 


The next 24th Canon of the same Council forbids chanters 


and all other members of the clergy to attend taverns 


Ὅτι οὐ Set ἱερατικοὺς ἀπὸ 
πρεσβυτέρων ὅως διακόνων, καὶ 
ἑξῆς τῆς ἐκκλησιαστικῆς τάξεως 
ἕως ὑπηρετῶν, ἢ ἀναγνωστῶν, ἢ 
ψαλτῶν, ἢ ἐφορκιστῶν, ἢ θυρω- 
ρῶν, ἢ τοῦ τάγματος τῶν ἀσκη- 
τῶν, εἰς καπηλεῖον εἰσιέναι. 


38. 


About [a fact] that it is not 
proper to go into a tavern for 
those who are a part of a 
[church] divine service, star- 
ting from priests to deacons 
and ending with [people] of 
lower church rank, servers, 
readers, chanters, servants and 
a number of ascetics. 


In a well-known juridical collection «Epanagoge» (Ena- 


ΠΟΠΟΒΗΗΘ IX Bexa®, B Τίτλος ὄγδοος, Hocalyjem sarnaBne «Περὶ 
ἐπισκόπων και χειροτονιῶν καὶ προβολῶν ἐκκλησιαστικῶν παντοίων» 
(Οὔ enuckonax, pyKononomenuax U 0 Ece603MOHKHILX yepkoe- 
Hblx OO6uHeHUAX), Β ΤΠΆΒΘ 1 neBuMit ynomuHaetTca mpu nepe- 


WHCJICHMM ΒΟΘΧ Tex, KTO HaxOAMTCA Noy ἩΒΟΠΙΠΘΗΜΘΜ u Nore- 
UHTeJILCTBOM enucKora’”: 


ναγωγὴ τοῦ νόμου), which had been put together approximately 
in the second half of the [Xth century®’, in Τίτλος ὄγδοος, that 
has a title «Περὶ ἐπισκόπων και χειροτονιῶν καὶ προβολῶν ἐκκλησια- 
στικῶν παντοίων» («About bishops, blessings, and about various 
church charges»), in Chapter 1 a chanter is mentioned in the 
list of those who were under the supervision and guardianship 
of the bishop”: 


Ἐπισκόπος ἐστιν ἐπιτηρητὴς Kai 
ἐπιμελητὴς πασῶν τῶν ἐκκλησια- 
ζομένων ψυχῶν τῶν ἐν τῇ αὐτοῦ 
ἐπαρχίᾳ, δύναμιν ἔχων τελετικὴν 
πρεσβυτέρου καὶ διακόνου καὶ ἀνα- 
γνώστου καὶ ψάλτου καὶ μοναχοῦ. 


Enuckon — παδϑιιραπιόπο u 
xpaHUumend ecex BoyepKoGjeH- 
HblLx OYUL 6 620 enapxUU, Ume- 
jwoujul Blacmb ρψκοπουιοῦκο- 
HUA C6AULEHHUKA, OuaKkona, 
umeua, neeuezo U MoHaxa. 


Ἐπισκόπος ἐστιν ἐπιτηρητὴς καὶ 
ἐπιμελητὴς πασῶν τῶν ἐκκλησια- 
ζομένων ψυχῶν τῶν ἐν τῇ αὐτοῦ 
ἐπαρχίᾳ, δύναμιν ἔχων τελετικὴν 
πρεσβυτέρου καὶ διακύνου καὶ ἀνα- 


A bishop is an overseer and a 
keeper of all souls that are in- 
churched in his eparchy, he 
has the power to bless a pri- 
est, deacon, reader, chanter and 
monk. 


37 BykBanbHo: u mak. 

38. Péddng I, Πότλης M. Op. cit. T. Γ΄. Σ. 192. 

89 Cm.: Sehminck A. Studien zu mittelbyzantinischen Rechtsbi- 
chern. 1986. S. 15. To, uro, cormacHo uccneqopaHusm A. IlImuuxka, py- 
KOMMcHad ΤΡΟΠΉΝ aToro ΟΡ ΣΙ ΘΟΚΟΓΟ NaMATHUKA MpemnonaraerT Gomee 
TOWHOe ero HasBaHue, — He «Onanarore», a «Mcarore» (Εἰσαγωγὴ [τοῦ 
νόμου ]) (Ibid. S. 12), — Hukak He Bauer Ha uanaraembre coo6paskeHua. 

10 Zachariae a Lingenthal C. Collectio librorum juris graeco-romani 
ineditorum. Lipsiae, 1852. P. 77. 


γνώστου καὶ ψάλτου καὶ μοναχοῦ. 


37 Literally: and this way. 

38 ράλλης 1, Πότλης M. Op. cit. T. Γ΄. Σ. 192. 

39 See.: Schminck A. Studien zu mittelbyzantinischen Rechtsbi- 
chern. 1986. S. 15. A fact, that according to Schminck’s research 
manuscript’s more precise title is not «Epanagoge», but «Hisagoge» 
(Εἰσαγωγὴ [τοῦ νόμου]) (Ibid. S. 12), — has no impact on a stated above 
conception. 

40 Zachariae a Lingenthal C. Collectio librorum juris graeco-ro- 
mani ineditorum. Lipsiae, 1852. P. 77. 
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A ΒΓΠΆΒΘ 11 yKasbiBaeTca, Korma ΠΟΠΡΚΘΗ OLITh PyKONOJIO- 
ἜΘΗ nepunit"!: 


ψάλτης χειροτονείσθω ἀφ᾽ ὅτου Tleeuuit nycmb 6ydem pyKono- 
οὖν χρόνου καὶ αὐτὸς δύναται 202ceH c mozo ΘΡΕΜΕΗΊΙ, Koz0a 
ψάλλειν. OH μοροπι nemb. 


Takum o6pasom, MpodeccuoHaNbHble neBpune B 
«6e33By4UHYW0>» 9ΠΟΧΥ ABJIAIMCh HeoTbeMJeMOM YacTblO KJIMpa. 
A 9To elle OJMH apryMeHT B NOJIb3y BbICOKOpasBUTOTO ΜΥ9Ρ1- 
KaJIbHOrO O*POpMJIeHHA 6orocry2KeHu, ΚΟΤΟΡΟΘ C TPyOM MO2KHO 
ΠΡΘΠΟΤΆΒΗΤΡ 663 HoTOrpaduu. Begp oT nepunx ΤΡΘΟΟΒΆΠΟΟΡ ΠΕΡ- 
KaTb «B padoTe» oOIUMpHBbIN penepTyap nmecHoneHui, 3By4aB- 
WIMX BO BpeMa# Bcero ΠΒΡΚΟΒΗΟΓῸ rosa, Kak Ha OOBIUHEIX ejKe- 
JJHEBHBIX, TAK HW Ha NpasqHMdHbIXxX 6orocmyKeHuAX. Bpad JM 
ΠΡΘΒΙΟΠΟΠΟΟῊΟ ΠΡΘΗΠΟΠΆΓΔΤΡ, ἯΤΟ ΤΑΚΗ͂Θ gayauu ΜΟΓΠΗ͂ ycrielll- 
HO pelllaTbca 6e3 «HOTHOTO οὔμχοπδ», CLYKMBIUero XPaHHJIn- 
Ij@M MHOTOUMCJIEHHbIX NeBuecKUX o6pa3oB. 

Vi B camo Jese, cyljecTByeT OCTATOUHOe KOJIMUeCTBO CBH- 
JeTeILCTB, UTO B «B Oes3By4Hble» CTONETHA nesiv «M0 KHHTaM>, 
TO 601} Bech ΠΟΒΈΘΟΚΗΪ MaTepva OBI 3acspHKCHpoBaH B HOT- 
HBIX TeKeTax. 1δ- ἢ KaHOH CBxATOrO TlomecrHoro JlaoquKMiicKo- 
ro cop6opa, ΠΡΟΧΟΠΗΒΙΠΘΓΟ, kak ΚΘ yKa3bIBasiocb B cepe,MHEe 
IV cronerua, rnacut®: 


Περὶ tod, μὴ δεῖν πλέον τῶν O mom, umo ceepx Καηοϑημ6Ὸ- 
κανονικῶν ψαλτῶν, TOV ἐπὶ τὸν KUX πέδεμα, δοσοχοθαιμαχ Ha 
ἄμβωνα ἀναβαινόντων, καὶ ἀπὸ AMEOH, U NoWU4UX NO KHUZaM, 
διφθέρας ψαλλόντων, ἑτέρους τινὸς HUKaKUe Opyzue He OOAIHCHbL 
ψάλλειν ἐν ἐκκλεσίᾳ. nemb 6 WepKéeu. 


3necb ΠΟΙ «KaHOHMYeCKHMM ΠΘΒΈΡΜΗΡ mojjpasyMeBaloTcAa 
poceccHoHaJIbHble ΠΟΒΈΜΘ, BXOAAUIHE B KJIMp M ΒΗΔΙΟΙΠΗΘ HOT- 
HYy!0 ΠΗΟΒΜΘΗΗΟΟΤΡ. ἯΤΟ Ke KacaeTCA BbLIPAKeHHA ἀπὸ διφθέρας, 
TO OHO He ΒΡΙΒΕΙΒΆΘΤ HAKAKMX COMHEHHH, ΠΟΟΚΟΠΡΕΚΥ͂ διφθέρα — 
κοῦκα JIA TMCbMa, NepeameH M, B KOHCYHOM cueTe, KHuza. A ecsIn 
neue no KHuraM (uMTai «Mo HOTAM») Haws oTpaskeHHe B 


41 Zachariae a Lingenthal C. Collectio... P. 79. 
42 ράλλης Γ', Πότλης M. Op. cit. T. Γ΄ Σ. 484. 
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AT 


And in Chapt aac 
‘icant apter 11, it is stated when chanters should be 


ee χειροτονείσθω ag ὅτου <A chanter should be blessed 
0 " χρόνου καὶ αὐτὸς δύναται αὐ the time, [when] he obtains 
ψάλλειν. an ability to sing. 


So, professional chanters in the 
epoch were an integral part of the clergy. This fact de 
as another argument in favor of the highly developed mu Ἴ 
cal part of the divine service, which is impossible to a 
gine without notation. Chanters had to be able to scalars 
wide repertoire of chants used in the church during the 
whole year for everyday public worship and for reli ae 
feasts. It is hardly verisimilar to assume, that those ae vs 
ina ws geen implemented without notation in 
ern served as a depositary of multiple chant 

Really, there is a large amount of evidence, which show 
that during the «soundless» centuries people ware sin ice 
«by books», meaning that all of the chant material had be : 
written in notation texts. The 15" Canon of of Landed Genie 


of the Laodicea Council i 
ansdelnnul®s cil (middle of the IVth century) 


Tlepi τοῦ, μὴ δεῖν πλέον τῶν About [a fact], that except for 
κανονικῶν ψαλτῶν, τῶν ἐπὶ τὸν canonic chanters, which gou 
ἄμβωνα ἀναβαινόντων, καὶ ἀπὸ the ambo, and sing by one 
διφθέρας ψαλλόντων, ἑτέρους τινὰς πὸ Other [chanters] should 
ψάλλειν ἐν ἐκκλεσίᾳ. sing in the church. 


The term «canonic chanters» was u Ϊ 
chanters, who were part of the clergy ὡς ρλτπβουσολονιοτα " 
notation. And regarding the expression ἀπὸ διφθέρας beeen 
absolutely no doubt, because διφθέρα --- means learthect foe 
writing, parchment, and finally — a book! And if sin ie 
«by books» (read: «by written notation») was ἀγα αν ae 


νὴ Zachariae a Lingenthal C. Collectio... Ῥ. 79. 
Ράλλης T., Πότλης M. Op. cit. T. Γ΄. Σ. 484. 
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poctaHoBseHun coGopa B ΟΘΡΘΑΜΗΘ IV croneTua, TO sHAUMT TAKOe 
fleHue ὅβι πο ΠΟΒΟΘΜΘΟΤΗΟ pacripocTpaHeHo. ne 
B «ματι Peogzopa Cryauta» enue oe una 
«TBOpIax Tponape αὶ MeJIOAMM» Ce ee easioit pals 
soe Aiegarosiees ea a isan TaKkas πο- 
bI TEKCTOB, TO BTOPble — sf 
pia see o6pas0BaHuA, ONATb-TaKM, πε ὐλοραμε. να heed 
ceccnonamMsalun nepueckoro esa, KoTOpaA 
6e3 HoTalluu. ᾿ ee 
mB gapeljaHun (Διάταξις) BU3aHTMMCKOTO cop aeons 
na ATTasMatoca, ylaTupoBaHHOM 6567 room ὃ μὰν μείνας 
mMupa (TO eCTh, 1059 r.) yHoMHHaeTCA Ties a ee 
sKeOHEIX κατ: Ἑρμηνεία tod Θεολόγου, ore ee Lapp 
Κονδακάριον, Ψαλτήριον, Εἱρμολόγιον καὶ τὰ copy amano 
rue**. [axe ΘΟ πρὶ CUMTATh, ἯΤΟ o6a —_ ον δι ee 
u «Konmakapuit> cofepxkaT TOABKO pacrieBa . ae 
HOTHOYLO COIIpOBOXKJeEHHA, TO ΘΟΒΘΌΠΙΘΗΗΟ OueBHA " eet 
THpHOH» ἡ «AnmMayHapHoH» — age os oe ἘῸΝ 
cmyuae HasBaHve ΓΟΒΟΡΗ͂Τ camo 3a ceOs. — at 
poro, TO ACHO, ΤῸ He 6EIIO CMBICIA COSAAB opine ton 
pagu GeckoHedHoro ΠΟΒΤΟΡΘΗΜΗ peace nana Ss 
o6peTaeT peasEHEle ouepTaHHA TOJIbKO B aceon acc. 
musyuia» ussaraeTcA B pasHooopasHElx coat oes 
aHTax, saperucTpHpoBaHHbIx HoTalMen. 
sKe 3aBelljaHvu coobyaeten**: ΠΝ 
"And τοῦ μοναχοῦ Γρηγορίου Y monaxa ee τὸ geal 
ἀνελαβόμεθα βιβλίον ἔχον στιχηρὰ npuobpeme ᾿ 


onceHHole Ha MY3vlKYy 
ἔνα; ὥς: il όγιον. wan Non 
τονισμένα ὡς Εἱρμολόγι cmuxupel, Hanodo6ue Ἡρμοποδα. 


oOHbIe KHH- 
CrefopaTeJIbHO, ecJIM B cepeauHe XI Beka nog ae 
ru MOrIM HAXOAMTECA Y yqaCTHBIX JIM, TO 3HAadMT 


i j tis 
48 Michaelis Monachi Vita et conversatio Theodor abba 


ἐξ 1, 218. 
ii Studii, 29 // PG 99. Col. is, 1872. P. 49. 
se) παρα C. Bibliotheca medii aevi. Vol. I. P. 50. Paris, 1 


. Cc. 148. 
45 Tepyman Ε. BusantuiicKoe mysbikosHanne. JL., 1988 
46 Sathas C. Op. cit. P. 68. 
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council’s statement in the middle of the IVth century, it means 
that it was widely used at that time. 

In «The Life of Theodore of Stoudios» we can find a note 
about monks, «creators of troparions and melodies» (tpona- 
piopata Kai μελουργήματα "5. If by the first term was meant 
only the authors of texts, then by the second they clearly 
meant composers. This manner of education once again shows 
the level of professionalism in singing which could not have 
done without notation. 

In a testament (Διάταξις) of the Byzantine dignitary 
Michael Attaliatos (dated by 6567 years from the creation 
of the earth — so it’s 1059) a whole list of service books can 
be found: Ἑρμηνεία τοῦ Θεολόγου, Εἱρμολόγιον βομβύκινον, 
Κονδακάριον, ΨῬαλτήριον, Εἱρμολόγιον καὶ τὰ ᾿Αλληλουϊάρια and 
others**. Even if we assume that «Heirmologion» and «Kon- 
dakarion» contain only texts, which could be used without 
any notational company, there is not a shadow of doubt that 
«Psalterion» and «Alleluiaria» — are chant books*®. In first 
case the title of the book speaks for itself. And in the second 
cause it is quite clear that there was no reason for creating 
a manuscript just to repeat the word «Alleluia, alleluia, 
alleluia». This book can be treated like a real document only 

if the word «Alleluia» is accompanied by various melodi- 


es, registered in notation. Moreover, it is also stated in the 
testament’: 


"And τοῦ μοναχοῦ Tpnyopiov From monk Gregory we obtai- 

ἀνελαβόμεθα βιβλίον ἔχον στιχῃρὰ ned a book, which contained 

τονισμένα ὡς Eippoadytov. stichera, put in music, just like 
Heirmologion. 


So, if by the middle of the XIth century private in- 
dividuals had this type of book at their disposal, this means 


48 Michaelis Monachi Vita et conversatio Theodori abbatis monas- 
terii Studii, 29 // PG 99. Col. 273. 
44 Sathas C. Bibliotheca medii aevi. Vol. I. P. 50. Paris, 1872. P. 49. 


ae Tepuman E. Busanruitckoe mysbikosHanne. JI., 1988. C. 143. 
48 Sathas C. Op. cit. P. 68. 


80 8 5. Ceudemenvcmea MY3blKALbHO-MeopeMUYECKUX naMAMHUKOG 
ynoTpe6eHuA HaMHOrO crapiile, Tak Kak OHM yKe pein ae 
e@HHOK ΒΘΠΙΡῚῸ B sKUTeHCKOM OOMXOLe. Croma Ke MOK hen 
BUTb, UTO CcoriacHo ΠΡΟΒΘΙΘΗΗΒΙΜ ΟΟΗΟΒΆΤΘΠΒΗΡΙΜ cae 
ΠΟΒΔΗΜΗ͂Μ Takad BaKHaA mepuecKkad KHUTa, Kak «Στιχῃρ ; 
41 Ἐπ 9To ΠΟΙΠΟΤΒΗΎΘΠΡΗΟ 
yoKe cylllecTBOBaJIA B VIII ctromeTHu*’. econ 
tak, TO B VIII Bexe ccsbopMMpoBaiach ΚΗΡΓΆ, COC epee 
ΠΘΟΗΟΠΘΗΜ ΠΝ oAHOrTO KaHpa. Hetpyguo ΠΟΓΆΠΔΤΡΟΗ, seh 
MOTO MpOK30MTH TOJIbKO B pesyJIbTaTe JHTeJIbHOrO = roe 
KOTOpOMY ΠΡΘΠΙΠΘΟΤΒΟΒΆΠΗ camble pasHooOpasHbie soe 
nalmlMcH ΠΘΟΗΟΠΘΗΜΗ͂, 6e3 MX παΦΦορθη Ἢ ΠῸ Ka i ᾿ 
A 9To elle pa3 ΚΟΟΒΘΗΗΟ ToATBepxKAaeT FABHIOW ese - 
pakTHKy, ΠΡΟΧΟΠΒΙΠΨΙΟ Ha cboHe aKTHBHOTO ΜΟΠΟΙ͂ΡΒΟΒ 
a eee pce TOBOPUT 0 TOM, UTO HOTHOe peege 
O6OABATELHO ΟΥΙΠΘΟΥΒΟΒΆΠΟ. Ho BHOBb BO3HHKaeT BCE suite 
ΒΟΠΡΟΟ: KAaKMM OHO ὅμιπο — ApeBHerpevecKuM, pena . 
WIM yoxKe BHSAHTMUCKUM, «xpucTHaHCKuM>? A MOK sacs 
cylljecTBOBaia KaKaA-TO TpeTbA ero pasHOBAAHOCTh, ΠΡ ni ne 
ππβιιδπ Cobo HeKyl0 MepexonHyO ΟΤΆΠΗΙΟ OT OMHOM HoOTAL, 


K Apyron? 


§ 5. CauyetempcTBa 
MysbIKaIbHO-TeOpeTH4CCKHX 1laMATHHKOB 


BcnoMHuM, 410 XPHcTMaHCTBO He OTKasasoch OT aed 
KUX» HayK, cofepKalllux ΒΗΔΗΜΗ͂ O ΠΡΙ͂ΡΟΙΘ u aang 
IpMHAsIa UX B CBOe JOHO, OcylecTBUB JIM sues icon ne 
ΜΟΊ ΘΟΚΥΙΟ pesakiMio TaM, rae ITOTO Tpe6oBasH ~ sien 
Hopoii pemmrun. JIMCUMILIMHbI «ASbIdecKoro» Kea ote 
Kya BXOAMsa ἡ MysbiKa, TAKKe CTA BaKHBIM pa3y 


47 Lazarevic St. Στιχηράριον // Byzantinoclavica 2. aga ep 
Xora 9. Bemnenl oTHocuT coszaHMe sTOM KHMTH B IX Bery A e ing 
Byzantine music // Proceedings of the Roya! Musical Assoc φ 


Vol. 59. 1932-1933. Ρ. 16). 
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that those books had been written much earlier. We can 
also add that, according to careful research, such an im- 
portant chant book as «Στιχηράριον» already existed in the 
VIlIth century*’. If it is really so, this means that in the 
VIlIth century a book, consisting of chants written in the 
same genre had been composed. This could have happened 
only as a result of a lengthy development. And earlier, there 
should have been a multitude of steps, where different types 
of chants were not separated by genres. This once again 
indirectly supports an ancient chant practice, which was 
being exercised with an active usage of notation as a 
background. 

Consequently, all these facts show that the notation 
writing system really existed. At this point the same question 
arises again: what kind of notation was it — Ancient Greek, 
«pagan» or maybe Byzantine, «Christian»? Or, maybe there 
was a different (third) type of notation system, which existed 


as some kind of transitional stage from one notation to 
another? 


§ 5. Testimonies 
of monuments on musical theory 


We must remember that Christianity did not reject 
«pagan» sciences, which contained knowledge about nature 
and the universe. On the contrary, Christianity accepted many 
of them, after doing a little «clean-up», so that things corres- 
ponded to the concepts of the new religion. The disciplines of 
the «pagan» quadrivium, which contained music, also be- 


4" Lazarevic St. Στιχηράριον // Byzantinoclavica 2. 1968. C. 298. 
Though E. Wellesz dated the creation of this book in the IXth century 
(Wellesz E. Byzantine music // Proceedings of the Royal Musical Associ- 
ation. Vol. 59. 1932-1933. P.16). 


82 § 5. Caw0emenvcmea MY3bLIKaLbHO-meopemUuxtecKUX naMAMHUKOG 
eTHaHcKoro o6pasopanna®®. Ectb BO3MO?KHOCTb TOHANE Kak ocy- 
WlecTBIAIAach XpHcTHaHHsallnA musica speculativa ΟΥ̓ΠΑΜΗ lep- 
ΚΒΗ. Ec Bompoc 0 TOM, ὕβιπ πῇ xpucTHaHHHoM Boon (OK. 
480-524), moka ocTaeTcA TemubIM u ero «De institutione mu- 
sica» He MOKeT CILYKUTb vsuocTpalnert xpueTHaHCKUX τοη- 
ΚΟΒΔΗΜ ΜΥΒΡΙΚΆΠΡΗΟ- ΜΟΤΟΡ ΜΒ ΘΟΚΗ͂Χ coObiTnt WM MySbiKaJIbHO- 
TeopeTH¥UeCKHX KatTeropuit, TO B «Institutiones» tence? 
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came an integral part of Christian education**. It is possible 
to understand how christianization of musica speculativa 
was being made by the fathers of the Church. If Boethius’ 
Christianity still remained in the shade, and his «De 
institutione musica» can not illustrate how musical-theoretical 
categories and historical events were interpreted, the 
«Institutiones» of Cassiodorus (about 490-583) evidently can. 
Besides general statements, such as «in insa auoaue relisione 


νικαποηο-πιθορε πη KUX NaMAMHUKOE 


54 § 5. Ceudemearcemea MY3 


c camoit penuzueu, KaK decamu-cmpYyHHUK C decamvw sano6eda- 
Mu), — BO BceM ocTabHOM, HauHHan OT BeEMUMHbI MHTeEPBA- 
ΠΟΒ M ΚΟΗ ΔΩ cucTemon yoHasbHocTei, OH cnenyeT «A3bldecKo- 
My» My3bIKO3HaHuW. Jia wHauve αὶ He Morsio OLITb, MlOCKOJIBKY 
9510. TeopeTHuecKHe nomoKeHvA ΟΥ̓ΡΆ ΚΑΠΗ͂ peasIbHocTH, ΗΘΠΟΙ͂Ι 
pylacTHble H3MeHeHHAM, TIpoucxOAMBIIHM B peNMrHOsHbIX BOS 
spenuax. Ul Kaccuofop B 3TOM He OMMHOK, MOCKOIbKY Bce Πᾶ- 


MATHMKN musica speculativa xpHcTHaHcKuXx BpeMeH BO MHOTOM 


ΠΟΒΤΟΡΠΙΟΥ ΠΟΠΟΙΚΘΗΜΙ͂, 5ΒΘΟΤΉΡΙΘ Hayke elle CO BpeMeH ΠΗ- 
caropeiiiles. 

Bo propo uacTH CBOUX «lnstitutiones?, nocBAlleHHOK My- 
5Ἐ1Κ6, Kaccnhoxop BAK AbI ynomuHaeT TpakTat, HanMcaHHblit 
nexum TayfenuueM, Κὶ HacTOATeEIbHO pexomeHyyeT ero TeM, 
KTO XOUeT MpHOOMUTECA K Mysbike. KaccMosoPp qtakoKe cBUAe- 
ΤΟΠΡΟΤΒΥΘῚ 0 TOM, ἯΤΟ «vir dissertissimus Mutianus transtulit 
in Latinum»™ (ucxycneiimull myx Myyuan nepeeen [ mpyd: 
Taydenyur J na jambiHd). besycsIOBHO, B 9TOM ΟΠΘΑΥ͂ΘῚ BUACTS 
cBuyeTeIbCTBO foryIApHocTH yaeOHHKa TayseHuna. B mpoTHs- 
HoM culyuae He BOSHMKJIA ὅβι HaqOOHOCTh B ΘΙῸ mepepoge Ha 
obmieynoTpeOuTerbHy!0 ΠΆΤΡΙΗΡ. 

JlaruHeKui ΠΘΡΘΒΟᾺ Taynenuua He coxpaHHJica, HO camo 
counHeHHe ΠΟΙΠΠΟ AO Hac ΠΟΙ͂ saryiaBieM: Tavdevtiov φιλοσό- 
gov “Αρμονικὴ εἰσαγωγή ™ (Γαυϑοηιμι punocopa Beedenue 6 
zap MOHUKY ). 

Τῇ camoe uHtepecHoe gakmouae TCA B TOM, ITO B ero 3akJIOUN- 
TeNbHEIX passesax, HawMHad Ο PiaBbl 20, mpucyTeTByeT onvcaHHe 
apepuerpeyeckon potrauunu. ABTOP HauMHaeT STOT pasze Tak: 


Ἐχρήσαντο δὲ οἱ παλαιοὶ [ὀνό- Taa o6osnavenun 18 3a6yKos 


μασι πρὸς τὴν σημασίαν τῶν OpesHue ποποϑοθαπμοῦ <Ha- 
ὀκτωκαίδεκα φθόγγων καὶ γράμ- umeHosaHusAMU> U 6yKeaMu, 
μασι, τοῖς καλουμένοις σημείοις Ha36QHHblmu MY3bLKGAbHOLMU 
μουσικοῖς, περὶ ὧν νῦν ῥητέον. Hxomamu, ο Komopwix εοἴμπας He 


οὔχοδιμο cKasamb. 


50 Tepyman E. Cassiodori De musica. C. 11. O Tayazenuam cM. Cc. 19. 
51 Gaudenti philosophi Harmonica introductio / / Musici seriptores 
graeci. Recognovit prooemiis et indice instruxit C. Janus. Leipzig» 


1895. P. 327-355. 
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relat 
ἐξ a rsa ten commandments), in everything else startin 
τταῖα tee val length and finishing with the system of k ‘ 
any on wpe «pagan» musicology. It could not have Meas 4 
elias ane because theoretical concepts reflected ἔμ 
ΠΕΙ͂Ν α τ τ : were happening in the religious mentalit 
emotive serine wie the above quotation from εὐ μεσεὰς 
νὴ ρνναι : evidence supporting this proposition, because 
ten repent thie of oe speculativa of Christian ines of 
concepts, kn : . ᾿ 
Pythagorean times. own tn Selelice shanting irom 
I 
by eee ee part of «Institutiones», which is devoted 
Ν ee ee twice mentions a treatise written b 
Seca wh audentius, and he strongly recommends it re 
dee λῶτο want to get acquainted with music. sen lin 
Fae Nae ΈΒΕΣ «vir dissertissimus Mutianus transtul ᾿ 
on te sa A (skilful Mutianus has translated [θαι 
μτθὶος τοί  ακε- ] to Latin). Of cause, this fact shows the 
κῶν of Gaudentius’ book. Otherwise there would ἢ : 
; no need to translate it to Latin — a eer 
anguage. commonly used 
Th i : 
roe a ae translation of Gaudentius’ work has not sur 
rion et on coe but the Greek original has reached us aera 
: Tavdevtiov φιλοσόφου ᾿Αρμονικὴ εἰ a 
᾽ l 51 . 
ὦ ἐστιν Introduction to nto (By philo- 
cau aaa oe sr is that starting from the 
: ὃ n find a descripti ; 
notat: ption of ancient 
ation. The author begins this chapter the τερασμανονας 


el πὲς ae παλαιοὶ [ovo- For defining 18 sounds an 
Ἄδα OR ΜΝ me i cient [people] used (names) 
μασι, τοῖς καλο da sth od and letters, called musical 
μουσικοῖ ουμένοις σημείοις signs, about which it is i 
ς, περὶ ὧν νῦν ῥητέον. portant to speak now οὐ 


ΓΞ ΞΒΕΨΘΘΟΣ ὍΝ 


80 
Le, i i 
"τ κουβββ οσορορορόν De musica. C. 11. On Gaudentius see P. 19 
philosophi Harmonica introductio // Musici mere ' 
res 


8raeci. Reco ‘ 
᾿ gnovit prooemii aaa ‘ ; 
1895. P. 397-355. is et indice instruxit C. Janus. Leipzig, 


56 § 5. Ceudemervcmea MY3dLKA1bHO-MeopemMULeC KUX NAaMAMHUKOG 


ἡ τῶν μουσικῶν σημείων ἔκθεσις 
γέγονε μὲν ἐπὶ σημειώσει τῶν 
φθόγγων, ὅπως μὴ τὰ ὀνόματα καθ᾽ 
ἕκαστον γράφοιτο, καὶ ἑνὶ δὲ 


Mysvikanpnvle HOMbL δοιπι 
δ6οϑοηϑι ONA OOOZHANEHUA 860" 
Ko6, φπιοῦοι HE 3anucbl6amb 
HaseaHnue Kax00z0 U 4moovl 
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A τῶν μουσικῶν σημείων ἔκθεσις 
γέγονε μὲν ἐπὶ σημειώσει τῶν 
φθόγγων, ὅπως μὴ τὰ ὀνόματα καθ᾽ 
ἕκαστον γράφοιτο, καὶ ἑνὶ δὲ 


57 


Musical signs were created in 
order to define sounds, so that 
it was not necessary to write 
the name of each, and so that 


σημείῳ δύνατό τις ἐπιγνώσκειν καὶ ecakuii moz no odHoi Home 
ἀποσημειοῦσθαι φθόγγον. y3Hambd U 0603HaNUMb 3eyK™. 


Cnenyroulan riaBa 21, usmarajoujaA OCHOBHBIC TIPMHILAMbI 
HoTalluu, HaYMHaeTCA CJIOBAMH: «@ewpntéov δὲ νῦν μόνον τὴν 
καθ᾽ ἡμιτόνιον τάξιν τῶν σημείων, ὅν τρόπον συνέστηκεν» (Οεὔπας 
ποοδχοθισιο paccmMompemb MolbKO KAKUM o6paz0m cosdaemca 
nopsxdo0K Hom no nonmymouvam). ΒΡΙΠΟΠΗΜΒ rakyw sagauy, lay- 
ΠΗ TepexoguT Καὶ ῬΘΙΠΘΗΜΙΟ cnenyuent (rapa 22): «Νυνὶ 
δὲ ἐκκείσθωσαν ἡμῖν ἐπὶ κανονίου τὰ καθ᾽ ἡμιτόνιον σημεῖα σὺν 
dpotovorg»®* (Οοὕτπας Ke Hamu 6ydym usnoKEHwL Ha KAHOHE 
Hombl c zomomoHamu™ no nozymoHam). ΘΆΒΘΡΙΠΗ͂Β STO μ8ποῦκθ- 
HMe, OH ΠΘΡΘΈΎΜΟΠΗΘΤ (riaBa 23) «Ὑπολυδίου τρόπου σημεῖα κατὰ 
τὸ διάτονον γένος» (Η οπιοι 2zunonuduiicKoit MOHaAbHOCMU 6 du- 


52 He mory He OOpaTMTb BHHMAHKe HA TO, uro HepexKo dunonorHy, 
wsyualolime aHTHUHy!0 MYSBIKY uM MMMyIMe Ha aHTIMHcKOM ASBIKe, 
nepeBogAT φθόγγος Kak «note» (TeM 2e CIOBOM 4acTO mpeacTaBiAeTcAa 
χορδή, Korda ona obosHauaeT He cmpyHy, a cmynenb My3bIKaJbHOM cucTe- 
mpi). 18 nocreqHux TpakKTOBOK TaKOTO powa om.: Barker A. Greek Musical 
Writings. Vol. IT: Harmonic and Acoustic Theory. Cambridge University 
Press, 1986. P. 560-561 (us Index of words and topics). West M. Op. 
cit. P. 219-222. Solomon J. Cleonides: ΕἸΣΑΓΩΓῊ APMONIKH. Critical 
Edition, Translation, and Commentary. A Dissertation submitted to 
the faculty of the University of North Carolina at Chapel Hill in partial 
fulfillment of the requirements for the degree of Doctor of Philosophy 
in the Department of Classics. Chapel Hill, 1980 (manuscripts). P. 146, 
212. CopepiieHHO OweBHAHO, ἯΤΟ ΠΟΠΟΘΉΒΙΘ ΠΘΡΘΒΟΙ͂ΡΙ ΟἸΠΜΟΟΊΗΡΙ, πο- 
cKOAbKy Homa u 36yKk He OHO M TO sxe: Homa — ΒΟΘΙῸ IMUIb 3HaK, 
obosHaualollMii 36,10 B HOTHOM IIMChMEe. Kak MbI BUMM, XOTA 6nI πὸ 
uTrupyiujemyca parMeHTy, apeBHue aBTOPH, Β OTIMUME oT coBpe- 
MeHHBIX ΦΜΠΟΠΟΓΟΒ, ΧΟΡΟΙΠΟ ποημμᾶπ 910, ΠΟΟΚΟΠΡΕΚΥ͂ ἈΠῈ HX φθόγγος 
M σημεῖον — pas.IMuHbre ABJIeHMA. 

58 Solomon J. Op. cit. P. 349. 

54 Tbid. P. 350. 

55 B anTuuHOm Teopun ὁμότονοι φθόγγοι — 3ByKM, uMeroUIMe OAHY u 
Ty 2Ke BBICOTY. 


σημείῳ δύνατό τις ἐπιγνώσκειν καὶ 


᾿ anyon Π 
ἀποσημειοῦσθαι φθόγγον. yone could recognize the 


sound by one εἰρη. 


st Π 

ἢ heey 21 Chapter describes general principles of notation. 
starts with the following words: «Θεωρητέον δὲ νῦν μόνον τὴ 
καθ ἡμιτόνιον τάξιν τῶν σημείων, ὅν τρόπον συνέστηκεν» ὅ3 (a 7 
now it is important to take a look at the way the order of n 3: 
by semitones is created). After solving this problem, Gaud f με 
goes to another one (Chapter 22) «Novi δὲ Seesiobeaccy nity ἐπὶ 
κανονίου τὰ καθ᾽ ἡμιτόνιον σημεῖα σὺν ὁμοτόνοις » 4 ΤΑΝΕ τα a 
will describe on the small canon the notes with eee 88 
by semitones), and having finished this Saami. δὲ 
antl en (Chapter 23) «Ὑπολυδίου τρόπου σημεῖα πανὶ τὸ 
uatovov γένος» (the notes of the Hypolydian key in diatonos 


52 : 

oan ἐν δ ἀκώσολε, ie the fact that philologists, who study antique 
ieee ten oe = in English, commonly confuse φθόγγος for «note» 
dase a used often for χορδή, when a step in a musical system 
ste: ta cone For some recent interpretations see: Barker Α. 
ee seem : ᾿ ᾿ se δ Vol. II: Harmonic and Acoustic Theory. Carib. 
ra end aps 1986. P. 560-561 (from Index of words and 
fe ale - _ p. cit. P. 219-222. Solomon J. Cleonides: EIZATQTH 
παι ὑπάγη ee Edition, Translation, and Commentary. A Disser- 
be re the faculty of the University of North Carolina at 
Pie ee νας fulfillment of the requirements for the degree 
rn ander re τὰ in the Department of Classics. Chapel Hill 
fae tap pts). P. 146, 212. It is completely obvious that [1ο8ὸ 
oo e wrong, because note and sound are not the same thing: 
= κα ὡς ἧς sign, which designates a sound in a notation ἐπέξογη, 
eee ae is quoted fragment as well as in many others Silent 

» in distinction from contemporary philologues, arideratocd 


this clear] 
y, because f P » 
Phenomena. or them φθόγγος and σημεῖον were different 


τ᾿ Solomon J. Op. cit. P. 349. 
4 Ibid. P. 350. 


55 
In ancient ti bud 
Pitch. heory ὁμότονοι φθόγγοι --- sounds that have the same 


MHUKOB 
58 § 5. Ceudemenvcmea MY3bLKAabHO-meopeMULECKUX nama 


: ‘ Γ Be Ss ial ines: 
amouHuueckom ade), «Ὑπερλυδίου τρόπου OTNELA eae el 
νον γένος» (Home: zunepauduiicKol πιο αποηοοπν 6 ua 


ueckom made) UT. Δ. 


CnenosatenbHo, Kaccmogop 6b11 3HaKOM C ieee ot 
KO HoTalljMeH Mo TpakTaTy Tay eHUMA M HM CJIOBOM He 0 M . 
ΒΗΠΟΠ Ο ee MopouHocTH. Bosee Toro, OH pekomeHyyeT 3TO ise 
yMHeHHve Kak OHO M3 HavOosee OCHOBATCJIBHEIX. poet 
He BOspaxKasl MPOTHB ΠΡΗΟΘΊΠΘΗΜΗ K <«ASBIUeCKOK» HOTALL μι 

Ho 9710 ΠΆΠΘΚΟ He ΘΠΜΗΟΥΒΘΗΗΒΙΝΪ ΠΡΗ͂ΜΒΡ MHTepeca ΧΡ 


i HOTAaLMH. 
ΤΗΒΔΗ Καὶ ΠΡΘΒΗΘΓΡΘΊ ΘΟΚΟΙ HO 
O6paTumca Καὶ ΘΠΟΧΘ Koucrantuna VII BarpaHopoAHoro 


(905-959). Xoponio UsBeCcTHO, 


cTBOBasI HayKaM MH yHHBepcuMTeT 


Keypuna™: 


τὰς γὰρ ἐπιστήμας, ἀριθμητικὴν 
μουσικὴν ἀστρονομίαν γεωμετρίαν 
στερεομετρίαν καὶ τὴν ἐν πάσαις 
ἔποχον φιλοσοφίαν, ἐκ μακροῦ 
χρόνου ἀμελείᾳ καὶ ἀμαθίᾳ τῶν 
κρατούντων ἀπολωλυίας οἰκείᾳ 
σπουδῇ ἀνεκτήσατο, τοὺς ἐφ 
ἑκάστῃ τούτων ἀρίστους τε καὶ 
δοκίμους ἀναζητήσας καὶ εὑρὼν 
καὶ διδασκάλους ἐπιστήσας, καὶ 
τοὺς σπουδαίους ἀποδεχόμενός τε 
καὶ συγκροτῶν. 


ΤΟ STOT ΜΟΗΔΡΧ ΠΟΚΡΟΒΗΤΕΠΡ- 
y. Ilo ΟΒΗΠΘΥΘΠΡΟΤΒΥ͂ Teoprua 


On ς oco6vim ycepduem 6bico- 
KO NOOHAR YHUUMONEHHdLE 3a 
HenpodommumMelbHoe GPeMA 
paenodyuuem u Heeenecmé6oM 
enacmumenei Hayku: apug@- 
memuky, My3blKy, ACMPOHOMUN, 
zeomempun, cmepeomempulo U 
eceobuyw punocopun. OH pa- 
ϑοισκαπ AYYWUX U CNAGHbLX 6 
καρεθοῦ UZ HUX ZHAIOUUX {π΄ 
meneil, npuUHUMGaA U NOKpOsU- 
meavcmeya Oob6podemelbHdim. 
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mode), «Ὑπερλυδίου τρόπου σημεῖα κατὰ τὸ διάτονον γένος » (the 
notes οὗ Hyperlydian key in diatonos mode) etc. 

At this point we can see that Cassiodorus was acquainted 
with the ancient Greek notation system through Gaudentius’ 
treatise; and he did not utter a single word about its «depraved 
paganism». Moreover, Cassiodorus recommends this work as 
one of the most substantial. So, he was not against using 


«pagan» notation. 


And this is by no means the only example of Christian 
Byzantium’s interest in an ancient Greek notation. 

Let us take a look at Constantine VII Porphyrogenitus’ 
(905-959) epoch. It is well-known that this monarch gave 
science and the university his patronage. George Cedrenus 


testifies*®: 


τὰς γὰρ ἐπιστήμας, ἀριθμητικὴν 
μουσικὴν ἀστρονομίαν γεωμετρίαν 
στερεομετρίαν καὶ τὴν ἐν πάσαις 
ἔποχον φιλοσοφίαν, ἐκ μακροῦ 
χρόνου ἀμελείᾳ καὶ ἀμαθίᾳ τῶν 
κρατούντων ἀπολωλυίας οἰκείᾳ 
σπουδῇ ἀνεκτήσατο, τοὺς ἐφ᾽ 
ἑκάστῃ τούτων ἀρίστους τε καὶ 
δοκίμους ἀναζητήσας καὶ εὑρὼν 
καὶ διδασκάλους ἐπιστήσας, καὶ 
τοὺς σπουδαίους ἀποδεχόμενός τε 
καὶ συγκροτῶν. 


With great effort he lifted 
high the sciences, which had 
been destroyed in a very short 
period of time by indifference 
and ignorance by rulers: 
arithmetic, music, astronomy, 
geometry, stereometry and ge- 
neral philosophy. He found 
the best and most famous 
teachers in each area, accep- 
ting and patronizing those 
who were virtuous. 


OBI 
CormacHo pyKoOnucHOK TpagqMuMn sTOT MOHapx HM caM He 


oTBopyecTBy””. 
ἐς ---.. τ το, ΜΕΝ MMeHHO Β panera akIMH, bas 
Hou Teopruem ΘΑΡΒΗΡΙΝΜ, KoucTaHTHH Vit nopy4unt ary sf 
JImonuculo co3sqaTb KOMIIeHAMYM, KOTOPHIM Gb COCTOAI ΚΒ id 
6oT aBTOpMTeTHIX aBTOpoB. CucTema cpefHeBeKOBOrO KBaAp 


i i i Itera. P. 326. 
56 Georgii Cedreni Op. cit. Tomus alter 
57 TTogpo6Hee 06 atom cm.: Στάθης Γ. Ἢ Δεκαπεντασύλαβος “Ypvo 


Ἶ -62, 
γραφία ἐν τῇ Βυζαντινῇ Μελοποιίᾳ. ᾿Αθῆναι, 1971. Σ. 81, 33, 54, 61 
66, 73-74, 82. 


According to the manuscript tradition this monarch also 
composed hymnology himself*”. 

It is possible that George Cedrenus meant that Cons- 
tantine assigned to a certain Dionysios the composition of 
a compendium, which had to consist of works of autho- 
ritative authors. The system of Medieval quadrivium that 


56 Georgii Cedreni Op. cit. Tomus altera. P. 326. 
°7 More detailed information about it see: Στάθης Γ. Ἢ Δεκαπεντα- 


σύλαβος Ὑμνογραφία ἐν τῇ Βυζαντινῇ Μελοποιίᾳ. ΔἀΑθῆναι, 1971. Σ. 31, 
33, 54, 61-62, 66, 73-74, 82. 


60 § 5. Ceudemenvcmea MY soLKabHO-meopeMuULer KUX NAaMAMHUKOS 
BMyMA, BKJOuaBuiaA ἢ MYSbIKY, Hy2kaslach B yuedHHKax. [mo- 
HUCHH, BbINOAHAA nopyueHve MOHapxa, oc-TaHOBHJICA Ha CO- 
yuvHeHMH cTapila BakxHaA, O KOTOpOM He coxpaHHJloch HUKa- 
ΚαΧ cBeqeHui. HoB 6oIbIIMHeTBe COXpaHMBIUIMXcA pykonucelt 
TlocJ1e M3JIOMKeHHhA counHeHhaA creqyetT omurpamMMa, B KoTOpOoH 
uMIIepaTOp KoxucTaHTuH BbIBOAHMTCA Kak BUOXHOBUTeJIb uM πο- 


KPOBUTeIb 910} paooTni®®: 


τῆς μουσικῆς ἔλεξε Βακχεῖος Γέρων 
τόνους τρόπους μέλη τὲ καὶ συμφωνίας. 
τούτῳ συνῳδὰ Διονύσιος γράφων 

Tov παμμέγιστον δεσπότην Κωνσταντίνον 
Σοφὸν ἐραστὴν δείκνυσι τεχνημάτων, 

Τὸν τῶν ἁπάντων γὰρ σοφῶν παιδευμάτων 
Ἐφευρετήν τε καὶ δότην πεφηνότα 

ταύτης προσῆκεν οὐδαμῶς εἶναι ξένον. 


Cmapeyu Bakxui® neperucaus 

Tonauuu, moHanbHocmu”, Menocdl τι COs6YytUA- 

Bmecme c HUM nuwywuit [amu cmpoku ] J[uonucuit 
Beauuaiiumezo enadviKy Koncmanmuna 

My@pozo nokasvieaem nowumamenem uckyccmé, 

H60 momy, KMO ABUACH uzo6pemamenem U dapumenremM 
Beaueckux myOpeix OucuuntUH, 

Ilodo6aem He Ovimb uyxcOoLMm eit. 


88 Mathiesen Th. Ancient Greek Music Theory. A Catalogue 
Raisonné of Manuscripts. Minchen, 1988 (International Inventory of 
Musical Sources. Published by the International Musicological Society 
and the International Assotiation of Music Libraries, Archives and Do 
cumentation Centres). P. 81. Cm. Taxxe P. 147, 227, 244, 488, 493-494, 
597-598, 718, 756. 


59 175-88. «pasHosBy4Mit», BOSHMKAaIMX ΠΡΗ͂ «peitxIMHOBCKOM» 4 


«9 pasMOBCKOM» cnocobax uTeHMA, B pycCKOASBIUHBIX TpaHcKPpUNUMAX 
xu, HO TaKIKe Βρμεμημῖ ἡ 


TIOABIAIOTCH He ΤΟΠΡΚΟ Baxxut u Bax 
Bpuennul ut. A. B πδηβο pa6oTe ΠΡΜΗΙ͂ΤΟ coBpeMeHHoe uTeHHe. 

60 Cyaa πὸ sTOMY TepeuncieHHlo, anurpaMMy T1vicaJl WeJIOBeK, He 
pasOupaionMiica B CeMaHTMKe MYy3bIKabHbIX TEPMMHOB, NOCKONbKO τόνος 
τι τρόπος Β JaHHOM KoHTeKcTe — CMHOHMMBI (mogpooHee οὔ 3TOM CM.: 
Tepuman E. AnTudHoe My3bIKaslbHoe manunenne. JI., 1986. C. 61-69. 
On oe. MyauikanbHan GOosmMmaHa. CII6., 1995. C. 89-93). WmeHHo 110- 
aTOMy 4 ObII BbIHyKAeH WPM nepesoge AaTb «TOHAIMM, TOHANbHOCTH> 


§ 5. Testimonies of monuments on musical theory 61 


creas Bee needed textbooks. When fulfilling the 

ent of the monarch, Dionysio id : 

to the works of Racchiuy ἡ (Dei elose Auention 

ἧς s the Old (no inf ; 

him has survived). But i ; ormation about 

ν . in the majority of ext 
scripts, at the end of the work, a ς extant manu- 
, an epigram could be f 

where Emperor Constantine i i 8 found, 
is b i : : 

snd’e valeon δὲ Thabosrkt's eing praised as an inspirer 


Τῆς μουσικῆς ἔλεξε Βακχεῖος Γέρων 

Τόνους τρόπους μέλη τε καὶ συμφωνίας. 

Τούτῳ συνῳδὰ Διονύσιος γράφων 

Tov παμμέγιστον δεσπότην Κωνσταντίνον 

Σοφὸν ἐραστὴν δείκνυσι τεχνημάτων, 

Τὸν τῶν ἁπάντων γὰρ σοφῶν παιδευμάτων 

Ἐφευρετήν τε καὶ δότην πεφηνότα 

Ταύτης προσῆκεν οὐδαμῶς εἶναι ξένον. 
Bacchius the Old*® listed 


The tonaliti aa 
lities, keys®” meloses and consonance. 


And together with him Di i 

ionysius, who is writing [th i 
Shows the Greatest Ruler Constantine ene 
The wise as one who reveres arts. 


Because one who beca i 

me the inventor and b 

Of different wise disciplines aca 
Should not be ignorant in this regard. 


58 Mathiesen Th. Ancient G i 
bition ἷ reek Music Theory. A Ca 
tes Miinchen, 1988 ΤΡΕΩΡΕΔΉΜΗ δἰ eee eee 
Sepia seria ἐὰ pees by the International Musicological Societ 
pron δ τὰ ieee δ ae of Music Libraries, Archives and De 
Ἔν aie ER, . P. 81. See also: P. 147, 227, 244, 488, 493-494, 

9H : wa 
pment. ἘΡ ee eee of pronunciation in the «Reichlinian» and 
aha aad cae i s of reading in Russian transcription we can 
ee chius and Bacchius, but also Vriennius and Brienni 

Ἢ τρῷς ing we used a contemporary pronunciation. “-" 
παν sigh mE the list in the epigram, that it was written by a 
ae see aie o good at the semantics of musical terms, because 
Deean a kes given as synonyms (see more detailed information: 
Fi abil yHoe My3blKalbHoe Mbiliseune. JI., 1986. C. 61-69. 
ite hen bHas δοϑαμδηδ. CII6., 1995. C. 89-93). That is why i 

slation I was forced to used the words «tonalities, keys» τὰ 


meopemuyec KUx NaMAMHUKOB 


62 § 5. Ceudemenscmea MY3bLHAIOHO- 


Ha nmpoTAxKeHHu JIUTeENbHOTO BpemMeHv CuNTAaJIOCh, uTO B 


gmurpamMe nogzpasyMeBaeTcA KonctanTuu | Benuxun®. OnHa- 


KO BHOcIeACTBUM yTBepAUMOCb MHeHHe, TO 30eCb peub ΜΗΘΤ Oo 
KoucTaHTHune vil. 
Cefiuac IpHHATO cuutaTb, ἯΤΟ H3 pce aHTOJOrHN, cocTaB- 


ποηροῦῖ JMoHucHeM, yllesIeuIo TOKO ofHo counHeHHe, nocBA- 
weHHoe myspike®’. UmeHHo TOMbKO 9101 ONY ποηθοπη 20 Hac 
pykKonucu. KoneuHo, Bce 910 Kpaitne cTpaHHo Κὶ garagouHo. 
Tiouemy u3 Bcero cpoya padsoT coxpaHMJicA rompKo oH? Kyfa 
eunuch octampHpie? Moxet ObITb Jiuonnenit πο KaKMM-TO IIpH- 
ὙΜΗΔΜ He BBITOHA AO Kona IpHkasanHe yummepaTopa Καὶ Orpa- 
HUUMJICA ΠΜΙΠΡ yka3aHHbIM counHeHHeM? Ha sce 9TH ΒΟΠΡΟΟΡῚ 


moka HeT oTBeTOB™. 


61 Cu., Hampumep: Jan C. Die Eisagoge des Bacchius // Beilage 
zum Programm fir das Schuljahr 1889-1890. Lyceum zu Strassburg 
im Elsas. Strassburg, 1890. S. 24. Idem. Musici scriptores graeci. 


62 Cm.: Péhlmann E. Bakcheios, Pseudo-Backheios, Anonymi Bel- 
lermann // Die Musik und Geschichte und Gegenwart. Allgemeine 
Enzyklopadie der Musik. Ed. Fr. Blsme. Bd. 15. Suppl. Col. 422-424. 
Xora cpaBHUTeIbHO HefaBHO ΠΡῊ πνδπμκδ aHraMuuicKoro nepeBosza 
counHeHia Baxxus BHOBb Bellach peub O KouctaHTMHe Benuxom (Stein- 
mayer O. Bacchius Geron’s Introduction to the Art of Music // 35 ournal 
of Music Theory- Vol. 29. 2, 1985. P. 271). 

68 Cm.: Péhlmann E. Bakcheios, Pseudo-Backheios ... LlocmenHee 
vsnaHue rpetecKoro TeKCTAa «Εἰσαγωγὴ τέχνης μουσικῆς Βακχείον τοῦ 
Τέροντος » (Beedexue 6 ucKkyccm6o χυϑοικὰ cmapya Bakxus) CM.: Bacchii 
Gerontis Isagoge | Jan C. Musici scriptores graeci. P. 293-216. 

64 He cymlecTByeT 10Ka OTBETA Mt Ha Bompoc ὁ CBASH BTOFO coumHe- 
nus Bakxus ὁ APyTMM, ἸΔΈΣ ἨΔΘΒΙΒΒΙΟΙΠΡΙ͂ΜΟΗ Beedenue 6 ucKyccmé6o 
myspiKu cmapya Barxua δ onyOMKOBaHHEIM WU. Pp. BensepMaHHoM: 
Anomymi Scriptio de musica. Bacchii Senioris Introductio artis musi- 
cae. Εἰ codicibus Parisinibus, Neapolitanis, Romano. Primum edidit 
Fr. Bellermann. Berolini, 1841. P. 101-108. TexcTs! oooux «ΒΒ6 16" 
pulls He ΜΜΘΙΟΥ MEXKAY οοδοΐ HuUuero OOLIerO, HO, Kak 910 HM cTpaHHo, 
HOCAT OMMHAKOBEIC garmaBuaA MU TIpunMucHIBaloTes omHomy “ TOMY γπῈ 
aBTOpy- CospepiiieHHO oyueBHaHO, ITO SexnepMaHHoBcKult Βακχαι, ὅθ: 

ΒΟΓΟΒΟΡΟΊΗ͂Ο ceqoBart πιαφαγορο ὕοκμ gaBpeTaM VM Β HayuHoK cpene e 
HepedKO ΜΜΘΗΨΙΟΤ «llicesq0-Bakxuem» (a wHorfa Mu «Ticesno-]iuonncm® 
em»). TpakTaT Ke, npespapsioumitca rocBaAleHHeM umnepaTopy Kon 
ceTaHTUHY, OCHOBAaH HA copeplleHHO MHBIX puHMMax. Ora saragka & 
2KeT cBoero paspellieHHA. 


§ . sttmonties 7 π π 8 y 
δ Testi On of monuments o musical theor 63 


3 


Now, the generally accepted poi 

" point of vie 

er Boer devoted to music has μᾶς ἴασις: ᾿ ; 
le ph] Bh ste by Dionysios®. This is the only ὁ π᾿ 
of this sounds a, aa nei ca ah at Realy αἱ 
shee erious. Why is it tha 
ii only this one has Cian τα 
ae ἀμ τους had not fulfilled the τὐρορκν εν 
re peaneue cue at opus the only one in the anthology? 

ions can not be answered yet™. 


6! For exam 
ple, see: Jan C. Die Ei 
zum Progr ij ae ie Eisagoge des Bacchi ? 
ian ieee sincera das Schuljahr 1889-1890. παν τὰ oe aha 
ge hen urg, 1890. S. 24. Idem. Musici scri rassburg 
pzig, 1895. P. 288-286. sici scriptores graeci. 
See: Puhlmann E 
. Bakchei 
Bellerman : , eios, Pseudo-Backhei : 
att ee Pgh und Geschichte und Caannwart, 2 παος ὩΣ 
But just nea usik. Ed. Fr. Blsme. Bd. 15. Suppl. Col eae 
we could cl St sls a English translation mt eae pene: 
Bacchius G ? e name of Constantine the Great : na’ Hor 
τῷ εγοηῖς Thieniurtionia tie Avi οἵ Wasi at (Steinmayer O. 
ag. Ὁ. 29.2, 1985. P. 271) usic // Journal of Music 
e: Péh ΤΣ 
thestinw Οὗ ie E. Bakcheios, Pseudo-Backheios ... The last 
(Introduction to the ose καὶ τέχνης μουσικῆς Βακχείου τοῦ rip aoe 
Jan. Maciek worl of Music) see.: Bacchii G i Epovtos » 
pen ee scriptores graeci. P. 293-216 erontis Isagoge // 
the δον 2 me impossible to answer the question re j 
Wotlk wiktakeat ‘ his work, written by Bacchius, and canoes 
of Music by Sigel ei ean called «Introduction to ragren 
Senioris ῖ e »: Anomymi Scripti : cases 
Politanis ince: artis musicae. E sodietuie aro ΜῊ vent 
P. 101-108 eapiapereetont edidit Fr. Bellermann ἐπαα τς reat, 
dustionas he interesting to notice that t Ἵ 1» 184. 
ἀπϑέδοπεν have nothing in sommon, but both ain Wes 
obviously pokes to the same author. Ἧ δ τ cnaic ὠνῇ ΠΣ 
is often ee y followed Pythagorean precepts — ae Bacchius 
larly enviro «Pseudo-Bacchius» or «Pseudo-Dionysi 18 Bacchius 
is based on reas And a treatise devoted to mene @ in a scho- 
3 solutely dif re: peror Constanti 
Olved. y different principles. This riddle is sant te be 


6a mMysbiKkanbHo-meopemuVecKur NAMAMHUKOE 


64 § 5. Ceudemenvcm 


CynlecTtBeHHon ocobeHHocTbWO 9ΤΟΓῸ TpakTaTa BakxHA ABIA- 
eTca TO, 10 OH MsmaraeTCA He B noBecTBOBATeJIbHOM MaHepe, a B 
cbopMe ΒΟΠΡΟΟΟΒ ΚΗ ΟἼΒΘΤΟΒ. A M3BeCTHO, ἯΤΟ ΒΟΠΡΟΘΟΟΤΒΘΤΗΜΚΗ͂ 
ὅμιπῇ XapakTepHow πορτοῦ ΒμΒΔΗΤ ΠΌΚΟΝ γῃθηο ΚΜΘΗΙ͂. Οἰοπᾶ 
Κ6 πο ῦ τ AOOaBUTh, ITO ΒδΣ ΚΗΘ πιμ6 ΤΘΟΡΘΥ ΜΠ ΘΟΚΗ͂Θ ποποῦκθ- 
HUA Β TeKcTe COUMHeEHMA O4eHb yaCTO MJLIOCTPHpylOTCA «ASbI- 
uecKHMM» HOTHBIMM ΠΡΗΜΘΡΆΜΗΣ:- Vi B 9TOM OTHOMeHHM ΒΟΠΡΟΟΟ- 
oTBeTHMK cpowqHu ApyrumM naMaATHMKaM musica speculativa, 
cUNTAaIONIMMcA ΟΟΘΠΔΗΗΡΙΜΗ͂ B paHHeBusaHTHiick y10 gnoxy®. 

Kpome yoxKe ὙΠΟΜΜΗΔΒΙΠΗ͂ΧΟΗ counHeHuit ΓΑΥΠΘΗΜΜΗ MU Bak- 
XA, K HAM OTHOCAT TAK HasbIBaeMbIX «AHOHAMOB BessepMan- 
wa»®® — «Τέχνη μουσικῆς» (Ackyccmeo MY3bLKU), Te CHIOIIb M 
pagom TeopeTuuecKkue TONOKeHMA TAKIKE MLAIIOCTpUpyloTcA HOT- 
HBIMM WpHMepaMu B asblyeckou ποτιεῖ, 

Kasasocb Obl, UTO 5160» HeT HuYero OcobeHHOTO, TlOCKOJIb- 
Ky o6njensBecTHO, ATO pusaHTMiickad musica speculativa πο- 
pTOpAsia TOUHO WIM C vicKaoxKeHHAMM OCHOBHBIeC nlowloxXeHAA 
aHTHUHOH TeOopuh My3sBIKu®. Ho B TOM-TO H Π6πο, ITO corsiac- 


65 HyxHo TlocTOAHHO HOMHUTb 0 TOM, ITO abcomIOTHOe 601bDIMH- 


cTBO yYHOMMHAaeMBIX 30eCb My3bIkaIbHO-TeopeTH¥eCKBX Vic TOUHMKOB 
ceizuac He MommaeTca Wake npu6mmsuTerbHot jjaTupoBke. 

66 Tpu HeOobILIUX My3bIKa.IbHO-TeopeTH4eCKUX omyca, Ha3BaH- 
HEIX B UecTh UX ΠΘΡΒΟΓῸ ϑΗΘΤΘΊΤΑΗ͂ τ yxKe yoMMHaBUleroct HemeLIKOrO 
gunonora Morava @puzpuxa BenrmepMaHna (cm. cHocKYy 63). Ho co- 
ywHeHMa aTHux AHOHUMOG HUKAK He CBASAHBI C TpaKTATOM, TIpMMMcHIBa- 
yjoumumca Bakxuio 4 omyOIMKOBaHHEIM B 9TOM Κ6 H3faHHn. 

67 Anonyma De musica scripta Bellermanniana. Edidit D. Najock. 
Lipsiae, 1975. Oco6eHHO CM. CTP. 4-4, 19-21, 24-33. A ayecb He ὕπὸ- 
MMHalO CaMBIit OcHOBHOM McTOUHMK ΠῸ mpepHerpeuecKkow HOTaLUuM — 
᾿Αλυπίου Εἰσαγωγὴ μουσική (Beedenue 6 MY3ZBLKY Asunua), MOCKOIbKY 
Qs ero JaTHpoBKH B HacTosinee BpeM# Boobie HE cymjecTByeT fake 
IIpvOAMSMTeIbHBIX BpPeMeHHEIX KOOpPAMHAT. Ecum B XVII sexe ero Aa- 
qtupospain II B. (Meibomii M. Lectori erudito // Antiquae musicae 
auctores septem. Graece et Latine. Marcus Meibomius restituit ac notis 
explicavit. Vol. I Amstelodami, 1652), a CpaBHMTeIbHO HeqaBHO — IV 
(Michaelides S. The Music of Ancient Greece. An Encyclopaedia. London, 

1978. P. 12), TO Ha Tex 2%xe 4«oCHOBAHHAX? αὶ c TEM ΚΘ ycmexom ero 
ΜΟΡΚΗΟ OTHeCTH HM K Gomee panHemy, ἡ Gozee ΠΟΒΞΙΉΘΜΥ BpeMeHH. 
68 TJonpobHee οὔ 3TOM CM.: Tepuman E. TepMUuHonorMuecKHe mapa- 


ΠΟΚΟΡῚ ΒΞΔΗΤΟΚΟΙ͂ «musica theorica» // BusaHTHiickui BpeMeHHHK- 
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Εν ἃ ae as esinipy of Bacchius’ treatise lies in the 
posed: not in the form of narration, but i 

νὼ of questions and answers. And it is well lesan ear ee 
τὸς ππα μενα common for Byzantine educational ΦΈΣΝΑ μὰ 
aS ould mention that most important theavetiea! 

er 5 in the text often are accompanied by «pagan 
” = ‘ion examples. And in this case this «question — reid 
i : “" ΤΕΣ Ἢ ao monuments of musica speculativa wie 

Ὁ have been written in the earl i 

y Byzantine e & 

de ee for works of Gaudentius and Bacchius, it aise 
ae il to mention the so-called gieliennannin Ano- 
sa vee eat i Art of Music), in which theo- 

e widely illust i Ϊ 

ee y strated with examples written 
Pg aks glance, it looks like there is nothing exceptional 

seo grees : 7 well-known that Byzantine musica spe 
reflected (precisely or with some di i 

e distort j 

concepts of the antique theory of music®. But fim ele 4 ὺ 

5 15 


65 
W. ‘ 
τα ace ἐπεὶ in mind the fact that most of the 
: apie : : ‘ 
oie approximately a are mentioned in this work, can not 
T : : 
ae fees ag anaes medium-sized opuses on musical theory which 
shih onour of their first publisher — German Joh 
anion ellermann (see footnote 63). But these Anom ae 
ec to the treatise, ascribed to Bacchius, whick oe ae ὡν 
in the some edition. νου 
67 
Anonyma De musica scri 
Ano ‘ ripta Bellermanni idi j 
So nai 1975. Espesially see P. 1-4, oe eee or a 
eat μα: a main source on ancient Greek newton — ᾿Αλυπί ie 
vat passiiel Lira site to the music by Alypius) fear εν} 
_ es bait ‘ie approximately. If in the XVIIth Fe ir 
y century A. D. (Meibomii i 
eo eibomii M. Lecto i 
tue ete oo auctores septem. Graece et Latine. Mar πὴ: #1 
i. ἃ τ": ituit ac notis explicavit. Vol. I Auvigtelodamt come 
Fir pin bse eS ee century (Michaelides 5. The eat 
acs ; cyclopaedia. London, 1978. P. 12 
a me «reasons» and equally well it can easily b eae ve 
later oe. y be dated by earlier 
8 
More detailed informati 
tion about it ἕ 
τς 8 it see: Tepum 
ecKMe ΠΕΡ ΠΟΚΌΒΙ BU3AHTMMcKOM «musica ee ee th. 
aHT Mi - 


6 § 5. Ceudemervcmea MY3bLKaNd 


HO-meopemuuec KUX namMaAMHUKOB 


86. § 5. Ceudemenvemea mysbiKandNo 0p 


HO OCHOBHbIM ycTaHOBKamM WpeBHerpeuecKou HayKu Oe ee 
HOTAaLMA He ABJIAeTCH ee pasyzeJIoM. Bonee Toro, Takou oe 
TeTHbIM CBUAeTeJIb B aHTHYHOM My3bIKO3HaHHn, Kak ApucTo 


ceu (IV B. πο H. 9.), COBepIIeHHO AicHO yTBepsKAae 


od γὰρ ὅτι πέρας τῆς ἁρμονικῆς 
ἐπιστήμης ἐστιν  Tapaon- 
μαντική, ἀλλ᾽ οὐδὲ μέρος οὐδέν 
ὡς οὐ γὰρ ἀναγκαῖόν ἐστι τὸν γρα- 
ψάμενον τὸν φρύγιον μέλος καὶ 
ἄριστα γε εἰδέναι τί ἐστι τὸ 
φρύγιον μέλος, -- δῆλον ὅτι οὐκ 
ἂν εἴη τῆς εἰρημένης ἐπιστήμης 


799: 


umo Homayua He ABIAeMNCH 
yenbio zapmonuxeckoul nayKu”, 
u dance πμκακοῦ [ee] uacmbiO 
τς nocKoNbKY sanucaewemy ppu- 
auticKkuti menoc [eoece] He 062- 
3aMelbHO XOPOWLO 3HAaMb, UMNO 
maxoe @pueuiickull menoc, [u 
omcwéda] acho, 4mo HOMAaYUA He 
Moocem Ovlmb UelbIO YKasaH- 
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that according to the main concept of ancient Greek musi- 
cology a notation was not considered a part of it. Moreover, 
this is what Aristoxenus (an authoritative witness in antique 
musicology — IVth century B. C.) clearly states®: 


οὐ yap ὅτι πέρας τῆς ἁρμονικῆς 
ἐπιστήμης ἐστιν ἣ παρασῃ- 
μαντική, ἀλλ᾽ οὐδὲ μέρος οὐδέν 
ων OD γὰρ ἀναγκαῖόν ἐστι τὸν γρα- 
ψάμενον τὸν φρύγιον μέλος καὶ 
ἄριστα γε εἰδέναι τί ἐστι τὸ 
φρύγιον μέλος, --- δῆλον ὅτι οὐκ 
ἂν εἴη τῆς εἰρημένης ἐπιστήμης 
πέρας ἡ παρασημαντική 


That notation is not a goal of 
harmony science” and not 
even any part [of it] ... becau- 
se one who writes down the 
phrygios melos should not 
[necessarily] know what 
phrygios melos is, [from this 
fact] it is clear that notation 
could not be a goal of the 


πέρας ἣ παρασημαντική 
εὰ ποῦ, HaYyKU). 


Vinaue ropops, ApuctoKceH He ΟΜΎΘΘΤ HOTalMIO eJIOM, 
yocTOHHEIM yueHOoro, 3saHuMalomerocA M3syyeHHemM — 
(ὁ μουσικός). ITO «ΒΟΤ ΜΗΔ» mpocbeccHOHaJIBHBIX MY3bIKAaHTO 
TO 601} TeX, KTO ΠΟΘῚ Καὶ urpaerT. A oTHolleHve Καὶ HUM B aHTH4 
HOM MMpe (BO BCHKOM CJIyuae BO BpeMeHa «BbICOKOM rere’ 
ΚΗ», saBpeplieHue ΚΟΤΟΡΟΙ͂ else 3acTat ApucToKcex) fe) mye 
BecTHO: MpodpeccMOHaJIbHble 3aHATHA MySBIKOn HeJOCTOMHE 
CBOOOAHOpOHKAeHHOTO UeJOBeKA. Ποκποδηριζ mpenebpexkuTeJIb- 


i ὦ». 
ἩΡΙΪ BOTA paciipocTpaHAsicA ἡ Ha padoTy My3bIKaHTOB-p 


‘O- 
cpeccHoHasIoB: OHM MOryT ΧΟΡΟΠΙΟ lleTb M ΓΡΆΤΡ, HO He B no 
CTOHHHM OMeHUTE 9moc (ἦθος) HcriouHAeMOTO MMM My3blKaJIbBHO 


T. 51. 1990. C. 183-192. On me. My3bikasIbHO-TeopeTHuecKHe ee 
. ol. .C. oe ; ἐν 
Mnuxauaa Icenna // Tam xe. T. 54. 1993. C. 75-80. On = ἘΠΕ 
ΚΑΠΡΗΔΗ͂ KyJlbTypa mosaHelt Busautuu // Kynprypa BusanTun. 1. 
C. 528-550. ἐξ 
69 Aristoxeni Elementa harmonica. Rosetta da Rios recensuit 
Romae, 1954. P. 49.7-8, 12-16. " 
7 Crporo ToBopsA, «TapMOHUKa» (ἁρμονική) — pasyer —— ‘6 
MYy3bIKO3HaHNA, HOCBALeHHBIM U3syueHHO JMUb 3BYKOBbICOTHBL ant 
TeKTOB My3biku. OfHaKo, ΠΟΟΚΟΠΡΕΚΥ͂ OHM ABIAIOTCA chemupnye τς 
ΘΟΟδΘΗΗΟΟΤΡΙΟ TOABKO ΜΥΘΡΙΚΆΠΡΗΟΓΟ μᾶτθρμαπᾶ (Β oTIMUHe OT " ᾿ 
MUKU MU MeTPUKM), TO ἩΘΡΘΚΚΟ 9ΤῸΥ TepMMH ΜΟΠΟΠΡΒΟΒΆΠΟΥΗ BOOOIL 
quia ompeyeneHusa HayKM Ὁ MYSEIKe. 


indicated science. 


In other words, Aristoxenus is saying that notation is 
not worthy of someone who studies music (ὃ μουσικός). This 
is the «ancestral land» of professional musicians, those who 
could sing and play. And an attitude towards those people 
(during times of the «high classics», the sunset of which 
Aristoxenus had observed), is well known: professional stu- 
dy of music is unworthy of a freely born man. This same 
disregard can be seen towards professional musicians: they 
can sing and play very well, but at the same time, those people 
are unable to evaluate the ἦθος of the performed material, 
because they do not understand its merits and demerits. The 


cKUM BpemeHHUK. T. 51. 1990. C. 183-192. Idem: My3tikanbHo-Teope- 
TMuecKNe 3HaHHA Muxanuana IIcenna // Tam xe. T. 54. 1993. C. 75-80. 
Idem. MysbikanbHas KyabTypa mo3sqHeli Busanruu // Kynptypa Bu- 
3antTun. T. III. C. 528-550. 


69 Aristoxeni Elementa harmonica. Rosetta da Rios recensuit. 
Romae, 1954. P. 49.7-8, 12-16. 

Precisely, «harmonike» (ἁρμονική) --- is a part of antique musi- 
cology, devoted to studying aspects of music, bounded with sound 
Pitch. However, these aspects are specific particularities of musical 
material itself (not like rhythmic and metrics). But this term is often 
used as a general word for music science. 


68 § 5. Ceudemervcmea MY3bLKANoHO-mMeopeMmUYECKUX NAMAMHUKOG 
ΘΠ CAT he SL Tl oA dia he ee pl ta ie a ee -- 


MatTepHasla, MOCKOJbKy OHH He NOHMMAIOT HM ΘΙῸ AOCTOMHCTB, 
HU ero HeyocTaTKOB. AHaIH3 TaKHX ΔΟΠΘΚΤΟΒ MY3bIKM BXOJUT 
B KOMMeTeHIIMIO YUCHBIX, 3AHAMAIOINUXCA MCCJIefOBaHHeM Ha- 
ΚΗ o Mysbike. Horaywu He HaxXOfUTCA MecTa ὈΡΘΆ llepeuuc- 
JIneMbIX APHCTOKCeHOM pa3sJeJIOB HayKH O Mysbike (zapmoHuKu). 
CornacHo yOexqeHHAM ΘΤΟΓῸ ΒΡΙΠΒΙΟΠΙΘΤΌΟΗ yaeHHKa Apucto- 
TeNA AIA ΠΟΠΠΜΗΗΟΓῸ y4eHoro"!: 
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rr te πο ὃ. ὃ ὃἷἝἷὁ Ὁ 


analysis of these aspects of music is in the bailiwick of 
scholars, who are working in the field of musicology. There 
is no separate part assigned for notation among the listed 
sections of music science (harmonia). According to the 


perspective of this outstanding student of Aristotle, for a 
real scientist”: 


πολλὰ γὰρ δὴ Kai ἕτερα ὑπάρχει 
[ἤ], καθάπερ ἀεὶ λέγεται, τῷ 
μουσικῷ μέρος γάρ ἐστιν ἣ 
ἁρμονικὴ πραγματεία τῆς τοῦ 
μουσικοῦ ἕξεως, καθάπερ ἥ τε 
ῥυθμικὴ καὶ μετρικὴ καὶ ὀρ- 
γανική. 


cywecmeyiom u MHOzuUe Opyzue 
[npo6nemv], Kak nocmoAHHO 
zo6opumcA 6 OMHOULEHUU 666- 
Oywezo 6 MYy3biKe, UOO zap- 
mMonuUuecKaa HayKa — [mojd- 
Ko] uacmb enadenun ceedywe- 
20 6 MY3bLlKe, KAK puMmMUKA, 


πολλὰ γὰρ δὴ Kai ἕτερα ὑπάρχει 
[ἢ], καθάπερ ἀεὶ λέγεται, τῷ 
μουσικῷ μέρος γάρ ἐστιν ἡ 
ἁρμονικὴ πραγματεία τῆς τοῦ 
μουσικοῦ ἕξεως, καθάπερ ἥ τε 
ῥυθμικὴ καὶ μετρικὴ καὶ ὀρ- 
γανική. 


there are many other different 
[problems ], as it is often said 
regarding those who are know- 
legeable in music, because 
harmony science [is just] a 
part of posession which one 
who is knowlegeable in music 
obtains, just like rhythmics, 


Mempuka τὶ opzaHnuKa. 


Horauua B ΠΡΗΒΘΠΘΗΗΟΜ MepedHe OTCYTCTByeT. 

Dror sazeT CTporo ΒΡΙΠΟΠΗΞΠΟΗ͂ AHTHYHBIMM aBTOpaMH. ΜΙ 
He HaliqJeM HH OJ HOTO My3bIKaJIbHO-TeopeTM4eCKOrO TpakTaTa, 
CUMTAaOMerocdA CO34ZaHHbIM JO OCHOBaHHA BusautTuiickonw umie- 
PHM, KOTOpbIM cojep2Kasl XOTH G6bI OTAaeHHEIM HaMeK Ha Οπμοᾶ- 
HMe HOTHOH cucTeMbI. A Kak HH CTpaHHO, HO AMeHHO paHHeBH3aH- 
THUcKve PyKOBOACTBa NO My3blKe HapylIwM 9ΤῪ ΤΡΑΗΨΙΜΙΟ. Korga 
HeT HCTOPHyeCcKHX (pak TOB, CMOCOOHEIX IIOMOUb TOUHO naTHpoBaTh 
9TH TPakTaTbI, a TAKIKe Ip OTCYTCTBHM ABHO BbIpasKeHHOM ΜῊ- 
AMBULYyasIbHOCTH UX COfeprxKaHUA, re MepecKasbiBaloTCA OCHOB- 
Hble Maparpadbl ΔΗΤ ΗΟ TeOpMu MYSbIKH, — ΠΟΠΟΠΡΘΟΒΔΗΜΘ 
B STHX NMaMATHUKAaX A peBHerpeyecKOH HOTALMM ABJIAeETCA UYTb 
JIM He CM MHCTBEHHBIM IIPH3HaKOM, COrlacHO KOTOPOMy UX MO2KHO 
OTHECTH IpHONUSUTeENLHO K OAHOMY HM TOMY 2Ke BpeMeHH. 
Τῇ ecm 910 AelictBuTeIbHO paHHeBH3aHTHHCKUM Nepuvod, TO CKJIa- 
IbIBaeTCA ΠΡΘΟΠΟΤΆΒΠΘΗΜΘ, ΤΟ MMeHHO Β 970 ΒΡΘΜΗ͂ ABTOPHI MySbI- 
ΚΆΠΡΒΗΟ -ΤΘΟΡΘΤ ΚΜ ΘΟΚΗ͂Χ PYKOBOACTB, Hapyllav ΔΗΤΗΜΗΨΙΟ Tpayy- 
IIM10, CTPeMATCA ΠΗΚΒΗΠΗΡΟΒΆΤΡ paspbiB Me*KLy Teopwel MY3bIKU 
ἢ ee npakTuKoii. Uem elle MO2KHO OOLACHHTh CTOJIb CHCTeMAaTH- 
yecKoe NOABIeEHHe HOTHBIX peau Β yueOHuKax? ἯΤΟ Apyroe 


τι Aristoxeni Op. cit. P. 41. 8-11. 


metrics and organics. 


Notation is not mentioned in this list. 

All of the antique authors precisely follow this precept. 
We will not be able to find any treatise on musical theory 
(dated before the foundation of the Byzantine Empire) 
that would have had even a slight hint about the notation 
system. And no matter how strange it sounds, first early- 
Byzantine musical manuals were the first ones to break 
that rule. No historical facts are known which could help 
to date treatises, where paragraphs of antique musical 
theory are being explained. The only sign, which unites 
them and helps to relate these treatises approxi mately 
to one period, is the broadly used notation system of the 
ancient Greeks. And it is really in the early-Byzantine 
period, when we can assume that during those times aut- 
hors of manuals on musical theory were breaking the 
antique tradition by trying to destroy the boundaries bet- 
ween the theory of music and its practice. How else can we 
explain a fact that notation systematically appeared in the 
textbooks? What other things could force the writers of 


1 Aristoxeni Op. cit. P. 41.8-11. 
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ΜΟΓΠΟ BbIHYAMTh MX cocTaBuTeten ἩΠΠΙΟΟΤΡΗΡΟΒΆΤΡ ae, 
TIpuMepaMM HCKJIOUMTEIIBHO TeopeTuuecKHe Naparpaphl! ‘ 

Πιοδοΐ, KTO OSHAKOMHTCA C COUMHCHHAMHM ΓΑΥΑΘΗΠΜΜΗ͂, HO- 
yHumos BemmepmanHa, Baxxua (ΚΜ yo6aBuM cloya — Ο TpakTa- 
rom Anunusa”), 6e3 Τρ πᾶ MoliMeT, ἯΤΟ HCIOME3OBAHHe B HUX 
ΞΠΠΜΗΟΚΟΙ HOTAaIMH HallpaBseHO Ha TO, uTOOEI locyie usy4e- 
HUA yueOHoro TeopeTH4ecKOrO Kypca 6bIBIIMM yUYeHHK MOF πο- 
cTaTO“HO ΧΟΡΟΠΙΟ OpHeHTMpOBAaTECA B HOTHOM MatTepHalie. 

B camo ese, Hx Maparpadbl ΠΆΙΟΤ OCHOBAaTebHOe 3HaHve 
ΜΗΟΓΗΧ 3BYKOPALOB, 3apMKCMpoBaHHbIiXx notorpaduyeckH (Tay: 
denyuit 88 22-237). Ho ocoboe BHAMaHHe ylemsneTca SByKOPANy 
nuduiicKols moHanvHocmu. OH TIpucyTCTByeT MOUTH BO BceX 9THX 
yucTtouHHKax. Tak, B TpakTaTe Bakxua aGcOOTHO Bce HOTHBIe 
TIPMMepbl ΒΠΑΓΔΙΟΤΟΗ͂ MCKJUOMHTeIbHO B πμπἄοκοῦ TOHAJIb- 
poctu. AnMnmui HaIMHaeT Μ8ΠΟΣΚΘΗΡΘ HOTHHIX ΤΟΗΔΠΡΗΒΙΧ PADOB 
MMeHHO ὁ ΠΗ ΠΟ ΚΟ ΤΟΗΔΠΡΗΟΟΤΗ Τα. Y ΔΒΗΟΗΜΜΟΒ ΒΘΠΠΘΡΜΔΗ- 
Ha ΤΟΠΡΚΟ OHa MpefcTaBsieHa HOTHEIM 3BYKOPAAOM, ΠΡΗΒΘΆΘΗ- 
HEIM tleMKoM (8 67) δ. ΒοΟΠ66 Toro, cucTema COIbMU3allHu ng 
TakoKe IipeycTaBsieHa HOTAaMH JIMAMMCKON TOHAIbHOCTH (§ T7)". 
Vi eto ne cyyaitno, Tak Kak ee HOTHAA Cepust ΠῸ cBoeMy «MeC- 
Ty» B qpeBHerpedecKol HOTALMH MOIKeT 6bITb ycsIOBHO (H, Κο- 
HedHO, CO ΜΗΟΓΗΜΗ͂ ΠΟΠΥΙΠΘΗΜΗΜΗ) npupaBHena K COBpeMeHHOH 
HOTHOM MocuesOBaTeIbHOCTH, ΟΟΟΘΗΔΙΘΙΟΙΠΘῊ SBYKOpA «OeJIbIxX 
KaBull» dopTenmMaHo (T. e. Καὶ 3BYKOPAAY 80 maxxcopa). TakKuM 
o6pa3s0M, HOTHbIe 3Haku JIMAUCKON TOHAIIbHOCTH — OCHOBA oc- 
HOB JIA TeX, KTO HaMepeH B OyyilleM HMeTb qeyio ὁ WpakTuuec- 
KMM HMCHOb30BaHKeM HOTHOTO MaTepHaa. 

Jlanee, KaK y2Ke yKa3bIBasOch, B ΒΒΠΠΘΠΘΡΘΎΜΟΠΘΗΗΒΙΧ HC- 
TOUHMKAaX ABHO IpucyTcTByeT cTpeMJIeHHe ΠΟΜΟῊΡ yuallluMca 
puo6pecTH HaBbIKH ΟΠΡΘΗΙΘΠΘΗΜΗ MHTepBaJIOB ΠΟ HOTHBIM anne 
KaM. Blech ΒΒΥ ΚΙ, OOpaMJIAloujMe ΚΟΗΚΡΘΤΗΡΙΘ HWHTepBaJIbI, 88 
yacTy}0 pef{cTaBsIAIOTCA He ΠῸ CBOMM ἨἩΔΗΜΘΗΟΒΔΗΜΗ͂Μ B CHCTe- 


72 Alypi Isagoge // Jan C. Musici seriptores graeci. P. 359-406. 
73 Gaudentii Op. cit. P. 350-355. 

74 Alypi Op. cit. P. 368-369. 

7 Anonyma... Op. cit. P. 19-21. 

16 Ibid. P. 24. 
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these textbooks to illustrate theoretical paragraphs with 
notation examples? 

Anyone who gets acquainted with the works of Gau- 
dentius, Bellermann’s Anonyms, or the work of Bacchius (we 
can also add here a treatise of Alypius’) will easily see that 
Hellenic notation was included in the courses on theory in 
order for students to obtain an ability to understand the 
notation material. 

Really, those paragraphs give substantial knowledge of 
many musical scales, registered notographically (Gauden- 
tius §§ 22-23%). But special attention is given to the scale 
of the Lydian key. We can find it almost in all of the 
mentioned sources. In the Bacchius treatise absolutely all 
notation examples are given in the Lydian key. Alypius starts 
the description of notation key scales precisely from the 
Lydian key”. In Bellermann’s Anonyms only this key is 
represented by a complete notation scale (§ 67) 75. Moreover, 
the system of solmisation is also represented by notation 
in the Lydian key (8 77)’®. And this occurs more than 
occasionally. Its notation series, because of its significance 
in ancient Greek notation, could be conventionally equated 
(but with many assumptions) with the contemporary 
notation sequence, found in a piano’s «weisse Taste» (mea- 
ning the scale of C-dur). So, notation signs of the Lydian 
key are the fundamental basis for those who are planning 
to deal with the practical usage of notation material in the 
future. 

Further on, as has been already indicated in the sources 
listed above, we can easily see the aspiration to help students 
obtain skills of determining intervals with regard to notation 
signs. In this case sounds, which «frame» one particular 
interval, often are given not under their usual names in the 


"2 Alypi Isagoge // Jan C. Musici scriptores graeci. P. 359-406. 
3 Gaudentii Op. cit. P. 350-355. 

™ Alypi Op. cit. P. 368-369. 

 Anonyma... Op. cit. P. 19-21. 

6 Ibid. P. 24. 


72 § 6. Οσμθεπιοποοπιθα mMysblKalbHO-meopemuuecKUx namMAMHUKOG 
16. ee eee 


Me (ὑπάτη, πορυπάτῃ, λιχανός HT. π.) — Kak 910 ὅβιπο OObIHO Β 
aHTHUHOM ΜΥΒΡΒΙΚΟΘΗΔΗΜΗ --- ἃ HOTHBIMM ΟἸΜΒΟΠΆΜΗ (Barxui 
§ 13-2077). Wnaue ropopa, yualljerocH roTOBAT K TOMY, YTOObI 
OH OlpeseNAJ ΜΗΤΘΡΒΆΠΡΙ, TIAA Ha HOTHbIe SHAK. B 9ToM Tak- 
ΚΘ co Bceii OYeCBUAHOCTEW NpPOABIAeTCA TeEHACHUMA MOATOTOBKU 
K lIpakTHyecKoH paoote Cc HoTalunei. Ec 6b 3agqaua OrpaHnun- 
ΒΆΠΒΟΡ TOMBKO TeopeTHuecKHM OCBOeHHeM MaTepHaia, ΒΗΘ Mpak- 
THYeCKOrO MYSHIIMpOBaHHA, TO He OBIJIO 6bI HEOOXOAMMOCTH HC- 
ΠΟΠΒΒΟΒΆΤΡ HOTHBIe 3HAKH ΠΡῊ WIWIOCTpallH MHTePBaJIOB. Bonee 
Toro, HepeqKo sHaMeHMToe y ApeBHerpevecKHx TeopeTHKOB My- 
3bIKM NoypasfesieHve 3ByKOB TeTpaxOpAOB Ha στῶτες καὶ κινούμενοι 
(umm φερόμενοι) Tak2Ke AaeTCA He C ΗΘΒΔΗΜΗΜΗ 3BYKOB, ἃ HOTAMH 
(Baxxuit § 29-30"). B tom xe pakypce ΠΡΟΠΟΤΆΒΗΠΙΟΤΟΙ οἷς 
CTeMbI ΤΟΤΡΆΧΟΡΠΟΒ (Tam 2Ke, ὃ 39-4279) u cucTeMbl IMKHOHOB 
(Tam 336, ὃ 32-3481). WM nakonHell, 531605 ΜΒῚ BCTpedaem 8 ΠΟ ΚΟ- 
Hue cpescTBaMH HOTAaIlMM pasHoobpasHbIx ΦΟΡΜ MesloqMuecKHxX 
JBYXKeHMU, HOCALJMX HHAMBALyasIbHble HasBaHuA ἰπρύλαιμες, 
ἔκληψις, πρόκρουσις MT. π. — AHOHUMDEL Bennepmanua ὃ 257), ἃ 
TakoKe ΒΟΚΆΠΡΗΒΙΧ yipaxkHennii (Tam Ke, ὃ 80-81**). Bee ϑΤΟ 
MeToaMuecKH OGocHOBaHHbIe yueOHbIe ΠΡΗ͂ΘΜΒΙ, riaBHon saya- 
το KOTOPbIX ABIAETCA — HaydATb pa6oTaTb c HoTallHeu. Ipy- 
ΓΟ BLIBOZ, 3166} MpocTo HeBO3MO?KeH. 

3HauHnt, rlaBHad Web, Καὶ KOTOpo CTpeMHJHCb ABTOPbI paHn- 
HeBH3aHTHHCKHX yUeOHHKOB, 3sakIOUaeTCA B TOM, uTOOLI He 
TIPOCTO H3NIORUTE TeopeTH4eCKMe ACHeKTHI MYSBIKH, a ΠΟΙΠΙῸ- 
TOBUTE ΟὙΠΥΙΠΘΙΓΟ My3bIKaHTa-MpakTHKa. HM pasge He cTpaHHo, 


77 Bacchii Op. cit. P. 293-297. 

78 Ibid. P. 299. 

79 Ibid. P. 301-302. ᾿ 

80 ἸΤοπροῦηβ8 06 9Τ᾽ΟῸΜ cbeHOMeHe AHTHMUHOM MySbIKaIbHOM Teopunt 
wu upaxTuxu cm.: Tepyman E. Ipunnumnsl opraHvsallWM ¢IIMKHOHHBIX> 
¢aNMKHOHHBIX» cTpyKTyp // ΒΟΠΡΟΟΒῚ MysbIKoBeqeHus. Boi. 2. — 
TocynapeTBeHHOTO MY3bIKaIbHO-lesarorMyeckoro nHcTUTyTa uM. [Ἠ6- 
cunpix. M., 1973. C. 6-26. On me. AHTMUHOe MYSbIKAIIbHOe MBILLIJ1e- 
nue. C. 95-120. 

81 Bacchii Op. cit. P. 299-300. 

82 Anonyma... Op. cit. P. 2. 

83 Tbid. P. 26-27. 
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system (ὑπάτη, παρυπάτη, λιχανός etc.) — as it was done in 
antique musicology, but as notation symbols (Bacchius §13- 
207"). So, the student was being prepared to determine the 
intervals by looking at the notation signs. In this case we can 
see an obvious tendency for preparing students for practical 
work with notation. If the main goal was just to get acquainted 
with theoretical material excluding any playing, why would 
there be any notation signs used as an illustration of inter- 
vals? Moreover, it was popular among ancient Greek theo- 
rists of music division of tetrachord sounds into ἑστῶτες and 
κινούμενοι (op φερόμενοι) to mark sounds often not with the 
names of the sounds, but with notation signs in textbooks 
(Bacchius §§ 29-30"). We can view the system of tetrachords 
(Ibid, §§ 39-42”) and the system of pycnon® (Ibid, §§ 32- 
8451). And finally, in these sources we also see explanations 
of forms of different musical movements, which have indi- 
vidual titles, composed by means of notation (πρόληψις, ἔκληψις, 
πρόκρουσις etc. — Bellermann’s Anonyms ὃ 283), plus vocal 
exersices (Ibid, § 80--81 83). All of these things are methodically 
based teaching examples, the main goal of which is to educate 
how to work with notation. No other conclusions could be 
made in this case. 

So, the main goal of early Byzantine textbook authors 
was not only to state the theoretical concept of the music, 
but also to train future musicians, who would be able to 
implement musical practice. And is it not strange that not 


7 Bacchii Op. cit. P. 293-297. 

18 Ibid. P. 299. 

19 Ibid. P. 301-302. 

8° More detailed information about this phenomena of antique 
musical theory and practice see: Tepuman E. Tipunmuns opranusaunn 
*IIMKHOHHBIX® M ¢aMMKHOHHEIX» cTpyKtyp // ΒΟΠΡΟΟΒῚ MysbrKopeyeH us. 
Burn. 2. Tpyani TocygapetBenuoro My3bIKabHo-negaroruyeckoro UH- 
eTuTyta uM. ΓΗΘΟΜΉΒΙΧ. M., 1973. C. 6-26. Idem. AntTuuHoe my3bi- 
KabHoe ΜΒΙΠΙΠΘΗΜΘ. C. 95-120. 

81. Bacchii Op.cit. P. 299-300. 

82 Anonyma... Op. cit. P. 2. 

88 Ibid. P. 26-27. 


714 § δ. Οδμϑδεπιεπδοπιθα MY3bLKALbHO-MeopeMUXCECKUX namaAMHUKOG 
ἯΤΟ HMeHHO OT 9TOH paHHeBusaHTHlickon 9ΠΟΧΗ He yuewerO 
Hu oxHoro (ἢ) HoTOrpadpHueckoro KCTOUHHKA, Torga Kak OHH 
COXPpaHHJIHCh OT 3HadHTe BHO Gomee paHHHXx BpeMeH, Kora B 
yueGHy!0 TeOpHi0 MysbIKH ΗΟΤΔΉΜΗ He BXOqN Ja. 

B nogaTBepxyeHve 9TOrO, HeJIb3A He o6paTMTbh BHAMAHKA 
Ha ele OJMH MHTepecHbIM (ak. SHaMeHHTHIM cpequ uccseso- 
Βᾶτοποῦ BH3AaHTUCKOM MySbIKH «Αγιοπολίτης » (Ceamozpadey), 
cofepxalluiica B ΠΔΡΗΌΎΚΟΚΟΜ Codex ancien fonds grec 360 
(fol. 216-237), KOTOPHIM celiuac OTHOCAT Κα XIV sexy, ποπρϑ8- 
yesifeTca Ha Be KpylHble dacTH. Tleppaa M3 HUX COsepKUT 
Teopulo BHUSaHTHUCKOM HOTAIMU, a BTOpaH — apeBHerpeuec- 
xoi®’. Takum o6pasoM, ABe HOTHBbIe CHCTEMET, Kak ὄνατο OJIM- 
YeTBOpAOUIHe Abe PasIM4HBIe ucTopHyueckHe ϑΠΟΧΗ͂, MpHcyT- 
CTBYIOT B OJHOM COUMHeHMH. Jlaxe ecM YUHTbIBaTb, ἯΤΟ B 
pykonucp XIV Beka Takoe coeqMHeHne Momasio Μ8 6onee paHie- 
ro HCTOUHMKA, TO Bce PaBHO cRoeit HEOOLIMHOCTHIO HM KaKkyllencH 
aNorMuHocTbhh OHO AaeT NMINy AIH pasMBILIJIeHui. KoueuHo, 
mpome Bcero OObACHMTb ΠΟΠΟΟΗΟΘ cocefcTBO Kak pesyJIbTaT 
yMcTO MexaHHyecKoH aKUMH: B pykonucu-o6pasile, U3 KOTO- 
poi MaTepvasl MepeKkoueBal B Codex ancien fonds grec 360, 
KTO-TO MallIMHaJIbHo coequHUN ΦΡΆΓΡΜΘΗΤΡΙ WBYX passIMUHbIxX 
KOeKCOB, Καὶ Tak BOSHHKJIM ABe ΠΔΟΤΗ͂ «Caatorpagua». Ho qaxKe 
ecIM IIpPMHATb Taky10, ABHO IIPHMUTHBHYW, TpakTOBKy, TO ἡ 
Torga Hy2KHO OTBETHTb Ha ΒΟΠΡΟΟ: MoveMy TOMY, KTO οοϑπδβὰπ 
Codex ancien fonds grec 360, ΠΟΗΔΠΟΟΉΠΟΟΡ ΠΘΡΘΗΟΟΒΤῪΡ B CBO} 
pykonvcb yxKe JaBHO HUKOrO He uMHTepecylollyl0 cucTeMy HOT- 
Horo mucbMa? Moker ObITb M3-3a CTpeMJeHHA KoNMMCTAa CO- 
XpaHUTb B HeIIpHKOCHOBeHHOCTH coylep2KaHve vcTouHUKa? Bpag 
mu. YK CUMMIKOM AaseKa Καὶ OT Hero, MoT MepBow wacTH «CBA- 
rorpagiia> aHTHuHAA HOTHAA CHcCTeMAa. ᾿ 

Takum Οὔρϑϑομ, HeT ἩΜΚΒΚΗ͂Χ ΒΗΠΗΜΡΙΧ OCHOBaHMK CuH- 
TaTb, ἯΤΟ Mp HOBO XpHcTMaHcKOM ΡΠ MYSETCATIEHDS 
pakTuKa cpasy 3.86 OTKasaach OT ΠΡΘΒΗΘΓΡΘΊΘΟΚΟ ἢ HOTAIlMu. 
Cxkopee Bcero, 9170 HPOMsOLIJIO nosxKe. Ho xorga? 


84 The Hagiopolites. A Byzantine Treatise on Musical Theory. Pre- 
liminary edition by J. Raasted. Copenhague, 1983 (Cahiers de VInstitut 
du Moyen-Age grec et latin). 
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one (!) notation source has survived whole from this early 
Byzantine epoch, while at the same time many materials 
from earlier epochs, when notation was not a part of studied 
musical theory, have survived? 

In confirmation of this we must pay attention to another 
interesting fact. A source, famous among scholars of By- 
zantine music «᾿Αγιοπολίτης» (the Hagiopolites), which is 
contained in the Parisian Codex ancien fonds grec 360 (fol. 
216-237), dated to the XIVth century, is divided into two 
major parts. One of them contains a theory of Byzantine 
notation, and the other part includes a theory of ancient Greek 
notation®*. So, these two notation systems, which are 
embodiments of two different epochs, happened to be a part 
of one work. Even if we believe that this combination in a 
XIVth century manuscript originated in an earlier source, 
it makes no difference. But by its extraordinarity and alogic 
it gives food for thought. Of course, the easiest way to 
explain this «compound» is to propose that it is a result of 
mechanical action: in the protomanuscript, from which 
material entered into the Codex ancien fonds grec 360, 
someone mechanically put together fragments of two 
different codexes — as result the two parts of Hagiopolites 
were created. But even if we except this obviously primitive 
point of view, we will still have to answer one question: why 
would someone need to copy a notation system which is not 
relevant and went out of use a long before? Maybe this 
happened because a copyist wanted to keep the context of the 
original source inviolable? It’s doubtful. The antique notation 
system is too distant from the time of the copyist and from 
the first part of Hagiopolites. 

So, there are no obvious reasons to think that as soon as 
a new Christian religion was situated, musical practice 
immediately abandoned ancient Greek notation. It likely 
happened later on. But when exactly? 


84 The Hagiopolites. A Byzantine Treatise on Musical Theory. Pre- 
liminary edition by J. Raasted. Copenhague, 1983 (Cahiers de l'Institut 
du Moyen-Age grec et latin). 
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3amMena ofHOM HOTAaIMM Ha ApPyry!0 MOria MpOMsOHTH TOJIBKO 
Torga, Korga Goslee paHHAA yoKe He B COCTOAHMH Obia ἡ ΠΟΒΙΘΤ- 
BOPATb ΞΆΠΡΟΟΒῚ MYSbIKaLHOM NpaKTUKU. ITO efMHCTBeEHHAA 
IIpHunHa, cnoco6uas ΠΟΟΤΘΠΘΗΗΟ (ἢ) NpekpaTMTb MCIOJIb3O- 
BaHve KOHKpeTHOM HOTHOH cucTeMEI. B TakoM cJIyaae Ha CMe- 
Hy CTapOMy MeTOAy 3aMMcH MysblKaJIbHOrO MaTepHasia CO Bpe- 
MeHeM l1puxoguT Apyrou. IIpuuem mepnogr, B TeweHHe ΚΟΤΟΡΟΓῸ 
IIpOMCXOMT BbITeCHeHve MepBoro HM BHeApeHHe BTOporo, AocTa- 
TOUHO MpOJOJMKUTeJIbHEIM MW OT Hero ΠΟΠΌΚΗΡΙ COXPAaHUTECA πμῦο 
ΠΑΜΗΉΤΗΜΚΗ, cofepKalljve Kak ΟΠῊΨ, Tak Ηὶ ΠΡΥΓΨῸ cucTemMy 
HOTHOTO ΠΗ͂ΟΡΜΆ. Ec Κ6 ΒΟΧΟΠΜΤΕ M3 HbIHe ΟΥΠΙΘΟΤΒΥΙΟΙΗ͂Χ 
XPOHOJIOrM4eCKMX MpescTaBNeHui, TaKOK Mpoliecc ΠΡΟΜΟΧΟΆΜΗ 
Kak pa3 B 3arajouHbie «6es3By4Hbie» cToseTua. Ho Korfa oKa- 
BLIBAeCTCH, UTO OT 9THX NATH AIMHHBIX ΟΤΟΠΘΤΗ ΒΟΟΟΊΠΘ ἩΘΒοδ- 
ΜΟΣΚΗΟ O6HapyXKUTb ΗΜ ΟΠΗΟΓΟ () ΠΟΚΥΜΘΗΤΆ Ο Κδκοΐ- πμῦο 
HoTallMeiH, TO 91ΤῸ ΠΟΜΟΤΜΗΘ ΠΆΡΆΠΟΚΟ. ΠΡΟΤΗΒΟΡΘΈΜΘ Ο 916- 
ΜΘΗΤΆΡΗΟΙ͂ ΠΟΓΗΚΟ 5160} ycHIMBaeTCA ellje HM NOTOMY, 4TO 
«6e33By4Hble» ΠΗ͂ΤΡ cTOMeTHH OKpyKeHbl 9ΠΟΧΔΜΜΗ, AKTHBHO 
VMCHOIb30BaBILIMMU HOTHBIe CHCTeEMbI. OfHAKO TIO KAKOMY-TO He- 
IOHATHOMY YMBICJIy Ha ΠΗ͂ΤΡ CTOJeTHU Bce MpekpaTHJOCh. 


δ 6. A B 9TO Bpema Ha Sanaze... 


Ecu MbI conocraBuM CBeqeHHA, U3BeCTHbIe MO BH3aHTHH- 
CKMM MaTepHasiaM, C TeEMM, ΚΟΤΟΡΡΙΜΗ͂ pacnosarawT HCTOPHKN 
gallaqHOro cpeHeBeKOBbA, TO HeTPpyAHO yBUJeTh YAMBUTECJb- 
HY} οὔππηοοτ δῦ. 

ΒΟΠΟΜΗ͂Μ Kak Tut ΠμΒμ (59 r. πὸ Η. 9. — 17 Γ. H. 3.) Β 
cpoei «Ad urbe condita» (VII 2, 1-6, 7) omucbiBaeT 3HaMeHH- 


85 §{ naro cebe MOMHBIU OTUeT B TOM, UTO CHTYallaA B 3alaqHoepporen- 
cKoli My3bIKe paccMaTplHBaeMoro Mepvoyza TpebyeT He TOKO CaMOCTOATEJIb- 
ἨΟΓῸ Ψοο ΠΘΠΟΒΔΗΜΗ͂, HO M ΠΒΠΉΘΤΟΗ OTTEbHOM OONacThiO MYy3SbIKOBezeHMA, 
B KOTOPOi MOA KOMMeTeHIMA He CTONb OCHOBATeJIbHA, Kak STOTO a soca 
o6cyxJaemErit Matepuan. Iloatomy # ΠΟΒΒΟΠῚῸ cebe IpMBecTM IMUb ΟΟΠΠΘ 
M3BeCTHBIe, HO, Kak MpescTaBAeTcH, BECbMa 3HaMeHAaTeAbHbIe (ak THI. 
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The substitution of one notation by another could have 
happened only at the point when one notation lost its ability 
to meet the requirements of musical practice. This is the 
only reason that could have contributed to the gradual 
decline of usage of one particular notation system. In 
this case a new one gradually substitutes for an old method 
of registering musical material. And in this connection, 
the period during which the substitution occurs lasts for 
quite a long time. And there must be some monuments left 
that contain one or other system of notation writing. But 
based on the contemporary perception of chronology, this 
process of substitution had transpired during these 
mysterious «soundless» centuries. But we see that there 
is not a single notation document found which reflects 
these five centuries. Is not it a paradox? Contradiction 
with logic also increases due to the following fact: the 
five «soundless» centuries are surrounded by epochs in 
which notation systems were actively used. However, due 


to some unexplained intent everything stopped for five 
centuries. 


§ 5. And at the same time in the West 


If we compare the information known from Byzantine 
materials with materials obtained by historians of the Western 
Medieval Times, we can easily see some things in common 
among them®>. 

Let’s remember how Titus Livius (59 B. C. —17A. D.) in 
his «Ad urbe condita» (VII 2, 1-67) describes famous events, 


*° I clearly understand that the situation in music in Western 
Europe of this period requires Separate research, and that it is a wholy 
different area of musicology. My competence here is not as through as 
in the discussed material requires. That is why allowed myself to use 
only some well-know famous facts. 


78 § 6.A 6 93mo 6peMA Ha 3anade... 


The COOLITHA, IpHBepIIMe ΒΠΟΟΠΘΠΟΎΒΜΗ Κα cosfaHuio ApeBHe- 
pumckKoro TeaTpa. Kak uspecTHo, «clleHu4eckue ΗΓΡΡῚ ΘΒ: ΠΗ 
yupeskjeHbI Β Pume Bo BpeMeHa cTpalliHoro Mopa, B aye aap ' 
po Γῆ Cynpnuuua Ieruka Καὶ Tas Jiuguuua CroyioHa™. ied 
BPeMeHHLIM ΧΡΟΗΟΠΟΓΜΊΘΟΚΗΜ ΠΡΘΠΟΤΑΒΠΘΗΜΗ͂Μ 910 MpoHuso ai 
Β 364 Tr. JOH. 9. OTM «cleHHuecKHe HIpbI> ΟΥΆΠΗ paqukKaJIbHb 
ἨΟΒΠΊΘΟΤΒΟΜ B KYJIbTypHOM 29KU3HM Puma, 2#XuTeIM KOTOpOrO TO 
Toi ΠΟΡΒῚ pasBsleKaJIMCh TOJIBKO 6eramu B uupKe. IIpasaa, aie 
pepi» (ludiones), ΠΡΗΓΠΔΙΠΙΘΗΗΡΙΘ ΜΆ ΘΤΡΥΡΗΒ, ΠΡΟΟΤῸ ΠΗΠ5Ὸ : 
ποι ΒΒΥΚῊ THOU, 6e3 κακηχ- πμῦο meceH. ῬΗΜΟΚΔΗ͂ senna 
ΠΟΙΡΘΣΚΔΗ urpetlam, noOaBusa pactiepaloliMecs cTHxXH Mi, B K 
le ΚΟΗΠΟΒ, OHM «inpletas modis saturas descripto lam 
tibicinem cantu motuque congruenti peragebant» (cma6ulu 
camypbl, sano2HeHHble necHAMU, c 3anucaH Ἢ ou Ona ὡς ὦ ἜΤ 
Ku Menodueil, u ποθοδαιοιψιμιι deuxenuamu®’) (Ibid. VII 2, 7). 
BesycNoBHo caTypbl NOABMIMCh 3HaUUTeJIBHO ΠΟΘΌΚΘ, ὯΘΜ 
coObITHA, ΟΠΟΡΒΙΒΆΘΜΡΙΘ TuTOM JIupuem. Ho PuMcKMH ΜΟΤΟ- 
pukK, ynporljeHHo NOHMMaBLINE COHKHEIM WU ἈΠΗΤΘΠΡΗΡΜΗΗ͂ ated 
wecc CTaHOBJIeHHA αὶ NepBoHadasbHOrO pasBUTHA TeaTpa, a 
Hec Ha PaHHIOW 9ΠΟΧΥ ΧΟΡΟΙΠῸ vMgBecTHOe ΠΟ ero BpeMeHU a . 
cTapoi MW HOBOK 9051) ΒΜΟΠΟΠΡΘΟΒΔΗΜΘ ΗΟΤΆΠΜΗ Β ig anne 
mysbike. AmenHO mMosToMy OH Grin ὙΟΘΌΚΑΘΗ, uTO ‘ase 
TeaTpa ΗΘΜΒΙΌΠΗ͂ΜΟ 668 HOTAIMH. JleiicTBHTeIbHO, an oe 
npejcTaBTb peasibHyW0 CUTyallMw, ce nk B ae 
npesBapsAlly Halipumep, ΚΟ μ ΒΟ ΤΗΒΘΈΒΗΘΕ epeHIHaA, 
aKTHBHOFO CyIecTBOBaHMA HOTALMH: 
MODOS - FECIT - FLACCVS - CLAVDI - TIBIIS - PARIB - TOTA: 


(Menoduu cnavana Ona Oeyx HEepasHolx mu6ull, a nomom O14 
Oeyx npaébix CcONUHUN @aaxx, pao Kaaedux) 


86 TTonpobHee 06 atom cm.: Tepyman E. Myssrka apesueit Γρθαμμ 
u Puma. CII6., 1995. C. 196-205. 

87 KoneuHo, HM4ero ΠΟΠΟΘΉΟΓΟ B COBpeMeHHOM pyccKoM oe 
H. B. Bparmuckoli HeT: Tam «cTaBHIM caTypH ὁ aoe il 
pamMu αὶ neHHeM, paccuMTaHHbIM Ha guentry» (Tum JIueui. Uctop 
Puma oT ocHopanus ropoga. T. I. M., 1989. C. 324). wastes 

88 Terenti Afri Comoediae, iterum recensuit A. Fleckeisen. Lip 5 
1898. P. 1. 
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which led to the creation of ancient Roman theatre. It is well- 
known, that «stage plays» were established in Rome in times 
of a terrible pestilence during the consulate of Gaius Sulpicius 
Peticus and Gaius Licinius Stolo®®. According to contemporary 
chronology they took place in 364 B. C. These «stage plays» 
became a radical innovation in the cultural life of Rome, the 
citizens of which before that time entertained themselves only 
with circus races. At is true that the «players» (ludiones), who 
were invited from Etruria, simply danced to the sounds of the 
tibia and sang no songs. Roman youth started to imitate the 
«players» and added the singing of poems to the performance, 
and finally they «inpletas modis saturas descripto iam ad 
tibicinem cantu motuque congruenti peragebant» (stages sa- 
turas, filled with songs and written melodies for female-tibicens 
and with appropriate movements®’) (Ibid, VII 2, 7). 

Saturas certainly appeared much later then the events, 
described by Titus Livius. But the Roman historian, who 
oversimplified the long and complicated process of formation 
and early stages of development of the theatre, conveyed 
clearly dated (late B. C. — early A. D. years) application of 
notation in theatre music to the new epoch. The close link 
between music and theater in his time convinced Titus Livius 
that even the origins of theater were inconceivable without 
notation. Actually, we can hardly imagine a real situation in 
the Didaskalia, which introduces for example Terence’s «The 
Self-Tormentor», without using notation®: 


MODOS - FECIT - FLACCVS - CLAVDI - TIBIIS - PARIB - TOTA- 
(Melodies first for two unequal tibias, and then for two equal ones, 
composed by Flaccus, Clausius’s slave) 


86 For more detailed information see: Tepyman E. Myspika apes- 
Heit Tpeuuu u Puna. CII6., 1995. C. 196-205. 

8? Of course, we can find nothing of this kind in a contemporary 
Russian translation done by V. Braginskaja: «craBumu caTypbl c mpa- 
BUJIbHBIMA PasMepaMM M NeHHeM, paccuMTaHHBIM Ha dueliry» (Tum 
Jlueui. Ucropua Puma oT ocHoBanus ropona. T. I. M., 1989. C. 324). 


88 Terenti Afri Comoediae, iterum recensuit A. Fleckeisen. Lipsiae, 
1898. P. 1. 
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KoneuHo, MO%KHO JOIycTHTb, TO Ha TpeMbepe, COCTOAB- 
weiica B ΠΘΡΒΟΪΪ ΠΟΠΟΒΜΗΘ II B. ΠΟ H. 9., MYSbIKasIbHoe compo- 
BOK eHve UCHONHAJIOCh C€AMHM KOMMO3MTOPOM HM APyriMu My- 
3bIKAHTAaMU, KOTOPbIX OH «Hays» MTpaTb CBOW MYSbIKy, TAK 
cKasaTb, «co cylyxa». OfHaKo ΒΡΙΠΙΘΠΡΗΒΘΆΘΗΗΟΘ coo6uyjeHve 
Tura JIuBuA cCBUeTeENELCTBYeT B MOJIb3y AKTHBHOTO MCHOJB3IO- 
BaHHA HOTA B ApeBHepUMCKOM TeaTpasIbHOK KM3HU. 

M. T. Bappou (frg. 282) coo6mjaeT 0 «quarpaMMax», CY- 
WlecTBYIONIUX B My3bIKasIbHOM ΠΡΆΚΤΗΚΘ, B KOTOPBIX ΒΆΠΗΟΒΙ- 
ΒΔΙΌΤΟΣ 5ΒΥΚῊ TOHaJIbHOcTei Ρδβϑπμηηο BEICOTHI («ipsum etiam 
musicorum docetur diagrammate, in quo tropi pro acumine 
vocum superiores scribuntur»)®®. M. T. Ilumepox (Tusc. 4, 2, 
3) ΧΟΡΟΙΠΙΟ 3HaJI O LIMPOKOM ΜΟΠΟΠΡΒΟΒΔΗΜΗ HOTAUMM (sex quo 
perspicuum est et cantus tum fuisse discriptos vocum sonis et 
carmina»). Pabut ΚΒΜΗΤΜΠΜΔΗ (Orat. I, 12, 14), cneqya ax- 
THUHOK TpawqMUHH, He Of06paABIieH MposeccHOHAabHbIX 3aHA- 
TH MY3bIKOM cBOGOAHOpOKAeCHHEIMA ΓΡΚΗΔΗΔΜΗ͂, He coBeTy- 
CT MOJIORLIM ΠΌΠΗΜ ΜΟΠΟΠΗΗΤΡ MecHH ΠΟ «MYSbIKANbHBIM 
HoTam» («nec moduletur aut musicis notis cantica excipiat»). 
Mapua ΒΗΚΤΟΡΜΗ Jacke ONnMcbIBaeT ΒΘΔΗΜΟΡΘΔΟΠΟΠΟΝΚΘΗΜΘ CJIOB 
ἢ HOT B PyKOMNMcAX, YNOMMHAA O «MYSbIKAJIbHbIX OykKBax WJM 
ἩΘΚῊΧ HoTax» («unde etiam in tropicis artis usicae litterae seu 
signa»)*. Maprvan Karesa B CBOeM KpaTKOM M3102KeHHM aH- 
THUHOH TEOPHM MYSbIKM BOMpeKU ΠΡΗΒΘΗΘΗΗΡΙΜ ΒΡΙΠΙΒ 8886- 
tam ApucToKceHa yMOMMHaeT O HOTAILMH, σοοῦπιδη, UTO 3ByK 
My3bIKaIbHO CUcTeMBI μέση (Ha ASbIKe Mapivaua Kanesbt — 
«quae ideo media dicitur>) B παπαβοκοΐ TOHAJIBHOCTH Φμκου- 
pyetes ποτοῦ I («ut in Lydio modo, ubi rectum iota est»). 
AHasIOrHUHbIM O6pasoM HOTA τρίτη συνημμένων, TO ECTb ips 
mempaxopda coeduHeHHelx (= «coniunctarum erit tertia») B 
τοῦ 2Ke TOHAJIbHOCTU WpeycTaBAeT COOOM «OMPOKMHYTYW πᾶΜ- 
6ay» («quae in eodem modo, id est Lydio, lambda supinum pro 
nota habebit»)®!. Bosmuit B cpoei «De institutione musica» 


89 Grammatici Latini IV, 532, 19-21. 

90 Ibid. VI, 188, 22-31. ᾿ 

91 Martiani Capellae De nuptiis Philologiae et Mercuri. Ed 
H. Eyssenhardt. Lipsiae, 1866. P. 503 (cm. taxxe II 138). 
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We can assume, of course, that during the premiere which 
took place in the second half of the IInd century B. C., the 
musical accompaniment was provided by the composer himself 
and other musicians whom he taught to play his music «by 
ear». But, Titus Livius’ description of saturnas mentioned 
above indicates that notation was actively used in ancient 
Roman theatrical life. 

M. T. Varro (frg. 282) informs us about «diagrams» 
which were used in musical practice, and in which sounds 
of keys with different pitches were registered («ipsum etiam 
musicorum docetur diagrammate, in quo tropi pro acumine 
vocum superiores scribuntur»)®**. M. T. Cicero (Tusc. 4, 2, 
3) was well informed about the wide use of notation («ex 
quo perspicuum est et cantus tum fuisse discriptos vocum 
sonis et carmina»). Fabius Quintilianus (Orat. I, 12, 14), 
following antique tradition, did not approve of free citizens 
studying music professionally. But still he advised young 
people to perform songs with the help of «musical notes» 
(«nec moduletur aut musicis notis cantica excipiat»). Mo- 
reover, Caius Marius Victorinus described the arrange- 
ment of words and notation signs in manuscripts, when 
mentioning «musical letters and some notes» («unde etiam 
in tropicis artis usicae litterae seu signa»)®°. Martianus 
Capella in his description of antique music theory ignores 
all of Aristoxenus’ precepts and mentions notation. He 
announces that a sound in the musical system — péon (Mar- 
tian Capella’s language — «quae ideo media dicitur>») in the 
Lydian key is indicated by the note I («ut in Lydio modo, 
ubi rectum iota est»). In an analogous way, the note τρίτη 
συνημμένων, that is, trita in the tetrachord of the conjuncted 
(= «coniunctarum erit tertia»>) in the same key represents 
by an «upside down lambda» («quae in eodem modo, id est 
Lydio, lambda supinum pro nota habebit»)*!. Boethius in 


89 Grammatici Latini IV. P. 532, 19-21. 

80 Ibid. VI, 183, 22-31. 

91 Martiani Capellae De nuptiis Philologiae et Mercurii. Ed. 
H. Eyssenhardt. Lipsiae, 1866. P. 503 (see also: II 138). 
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(IV, 3-4), koTopas ὅβιπᾶ HacTObHOH KHMTOK B Espone uyTb 
mm He πο XVII Beka BKIOUNTeIbHO™, ΠΟΠΡΟΟΗΟ ΜΒΠΆΓΆΘΤ CHC- 
remy Bce ΤΟΙ͂ Ke «asbMecKoH» HoTauuH®. (KeTaTu, πϑπθοοοῦ- 
pasHo o6paTHTb BHUMaHHe Ha TO, ἯΤΟ BPeMA 2KH3HU MapinanHa 
Kanenni, Bosna uv Kaccnogopa, ONMCbIBaIOWINX aKTMBHOe Μο- 
ΠΟΠΡΒΟΒΒΗΜΘ HOTaUNM, — V—VI BB., TO ecTL Mepuon, ΚΟΤΟΡΒΙΙ͂ 
ΠΟ ΘΟΒΡΘΜΘΗΗΡΙΜ XPOHOJIOTMYeCKMM ΠΡΘΠΟΥΤΔΒΙΘΗΜΗΜ ΒΧΟΛΗΤ 
Β «6e33BY4Hbie» ΟΤΟΠΘΟΤΜΗ͂, ΜΗ 3160} ΤΆΚΚΘ CCTh Hag eM 98 1 ν- 
MaTBbCH.) 

Bce 910 roBopuT Ο TOM, ΤῸ HOTAILHA ObiJia paciipocTpaHe- 
Ha He ToAbKO B BocrouHoi Pumckoii uMnepuM, HO HM Β Sanay- 
Hoi. IIpapya, uspeyqKa yKasbiBaloT Ha TeKCT VWcuyopa Cesusis- 
cxoro (Etimologiarum libri ΠῚ 15)", πΚοῦβι cBHJeTeIbCTBYIONIMA 
© TOM, ΤΟ OH HH4ero He 3HaJ O HOTALMH, NOCKOJIbKy YNOMHHa- 
eT «soni ... quia scribi non possunt» (s6yxu ..., Komopble He 
Mozym 3anucvigamoca). OHaKO ecu 9ΤῪ @pasy paccMoTperTb 
He H30JIMPOBaHHO, a B KOHTeKCTe ΒΟΘΙῸ (pparMeHTa, TO CTAHeT 
CHO, UTO PeUb UJeT O ΟΟΒΘΡΠΙΘΗΗΟ ΜΗΟΜ: 
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his «De institutione musica» (IV, 3-4), which was broadly 
used in Europe almost until the end of the XVIIth century”, 
describes in detail the very same system of «pagan» nota- 
tion®®. (By the way, it is relevant to note one fact: Martian 
Capella, Boethius and Cassiodorus, who described active 
notation usage, all lived in the Vth and VIth centuries A. D. 
This period, however, is part of the «soundless» epoch, accor- 
ding to contemporary periodization. Here there is something 
to meditate on). 

All of this indicates that notation was widely distributed 
not only in the Eastern Roman Empire, but also in the Western 
Roman Empire. Sometimes scholars bring up the text of Isidore 
of Seville (Etimologiarum libri III 15)‘, which supposedly 
indicates that he knew nothing about the notation, because 
he mentions «soni... quia scribi non possunt» (sounds which 
could not be written down). But, if we look at the phrase in 
the context of the whole fragment, we can easily understand 
that the subject really is something completely different: 


Musica est peritia modula- 
tionis sono cantuque consis- 
tens, et dicta Musica per de- 
rivationem a Musis. Musae 
autem apellate ἀπὸ τοῦ μῶσθαι, 
id est, ἃ quaerendo, quod per 
eas, sicut antiqui voluerunt, 
vis carminum et vocis modu- 
latio quaereretur. Quarum 
sonus, quia sensibilis res est, 
praeterfluit in praeteritum 
tempus, imprimiturque me- 
moriae, inde a poetis Iovis et 


My3bvika — 3Hanue zapmMonuu, 
ϑακπιομαϊομίοοοῆ 6 36YKEe U Me- 
NOOUU, U HAZBAHUE «MY3bLKA», 
npouzou.no om My3. My3bt ace 
Ha3sbleaiomca «ano my Moc- 
mai», mo ecmb om uckamb, 
nomomy 4mo om HUX, Καὶ yc- 
mano6usu Opesnue, ombickKu- 
eaemca cua neceH U z2apMo- 
HUA s6yraHuA. Ax s6yuaHue — 
nockolbKy amo uyecm6eHHo 
eocnpuHumaemoe Jeno — npo- 
mekaem 6 meuweHUe YCKONb3a- 


92 Tepyman E. Booumiit u epporelickoe My3sblKosHaHHe // Cpenuue 


Beka. Buin. 48. 1985. C. 233-2438. 


%3 Tepyman E. Mysbikanbuaa Gosimana. C. 263-266, 383-387. 
94 Tsidori Hispalensis Episcopi Etymologiarum libri XX // PL 82. 


Col. 163. 
% To ecTh «OT 3HAHUA>. 


Musica est peritia modula- 
tionis sono cantuque consis- 
tens, et dicta Musica per de- 
rivationem a Musis. Musae 
autem apellate ἀπὸ τοῦ μῶσθαι, 
id est, a quaerendo, quod per 
eas, sicut antiqui voluerunt, 
vis carminum et vocis modu- 
latio quaereretur. Quarum 
sonus, quia sensibilis res est, 
praeterfluit in praeteritum 
tempus, imprimiturque me- 
moriae, inde a poetis Iovis et 


Music is knowledge of harmo- 
ny enclosed in the sound and 
in the melody, and the name 
«music» came from Musas. 
Musas are called «apo tu mos- 
thai»® which means to seek, 
because from them ancient pe- 
ople determined the strength 
of songs and the harmony of 
sounds. Their sound [of har- 
mony ] — due to the fact that 
this is a matter of the senses — 
escapes with the flow of time 


92 Tepyman E. Βοϑθιμ u epponeiickoe My3bikosHanue // CpegHnue 


Beka. Brn. 48. 1985. C. 233-248. 


98 Tepyman Ε. Mysbikanbyuan Goamnana. C. 263-266, 383-387. 
94 Tsidori Hispalensis Episcopi Etymologiarum libri XX // PL 82. 


Col. 163. 
% It is «from knowledge». 
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§ 6. Α 6 amo 6ρεμα Ha ϑαπαόε... 


Memoriae filias Musas esse 
confictum est. Nisi enim ab 
homine memoria teneantur, 


wouyezo 6pemeHu U zaneramse6a- 
emca namambio. Omcrda no- 
amamu. evl0ymano, πιο Mysbt — 
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Memoriae filias Musas esse 
confictum est. Nisi enim ab 
homine memoria teneantur, 


and remains in memory. Ba- 
sed on this, poets made up [a 
story] that Musas are dau- 


soni pereunt, quia scribi non dovepu FOnumepa u IIa mamu. 
possunt. Bedb ecau onu He yOepscuea- 
McA 6 NAMAMU LeNO6eKA, 36Y- 
Ku nozubajnm, nomomy 4umo 
OHU He Mozym 3zanucbleambcn. 


AlcHo, UTO aBTOp cTaBHJI Nepeyx coool Web — «oMpaByaTh» TO, 
ΤΟ 6bidyMaHo noamamu. πῆ 9TOTO eMy HafJexKaso OObAC- 
HUTb ΒΘ «MMOcTacH» My3 — Kak OJMIeTBOpeHHe αὶ camo My- 
3bIKH, HW WaMATH. UToOLI CBABaTb UX B OHO ΠΕΠΟΒ, caMbIM yOe- 
JUTCIbHBIM 6bIIO HaNOMMHAaHHe O TOM, UTO 3BYKH ΜΥΞΡΙΚΗ 
CYIJeECTBYIOT TOJILKO B MOMeHT HX 3BydaHHA, a 3aTeM Hcuesa- 
oT. Ilostomy ΠΗ MUX COxpaHeHHA HeoOxogzKMa Tamatb. Ho tTa- 
Koe TOJIKOBaHve He UMeeT ΗΜΈΘΙῸ OOUIero C peasIbHOCTbW, B 
KOTOPOM HOTALMA CTasIa HeEOT'beMJIeMOH YaCTbIO MY3bIKAJIbHOU 
2KM3HU SanagqHoK ΡΗΜΟΚΟΙ͂ Mmnepun. 

Ho yAuBUTeNbHO, ἯΤΟ 37eCb, KaK ὶ Ha BocToKe, Tak?Ke He- 
TPYAHO O6HapyKUTL «Ges3sBy4Hble» cToeTHA. B camMoM JeJe, 
lloslyuaetca Tak, uTo Bosyuit u Kaccnoyop — ΠΟΟΠΘΠΗΜΘ aBTo- 
PbI, yNOMMHalolive 06 aHTHUHOKM HOTalHH. WM 3saTem ΠΘΡΒΡΙΘ 
M3BeCTHbIe PyKOMHCH yoKeE CO CpeAHEBEKOBLIMH PasHOBMAHO- 
CTAMM HOTHOTO MMcbMa AaTupywTca TomBKO IX—X 88. Πργυ- 
THMM COBaMH, CHTyYallMA COOTBeTCTByeT TOU, ΚΟΤΟΡΔΗ ΗΔΟΠΙΟ- 
ΠΆΘΤΟΗ ΠΟ BH3aHTHACKUM UCTOUHNKaM. 


Uroosi chelaTh KaKMe-TO OpesesIeHHbie BLIBOALI M3 H3JI0- 
2KeHHOTO MaTepHasia, HEOOXOAUMO COBMECTUTh HECKOJIbKO Mpak- 
THYeECKM HECOrMacylOWHxCcA akToB: 


96 Cm., Hampumep: Tropen- und Sequenzenhandschriften. Répetroi- 
re international des sources musicales. Herausgebenen von H. Husman. 
Minchen-Duisburg, 1964. P. 110-111, 124-126, 128-129, 134-135, 
137-139, 140-142, 152-155, 158-160. Taxoe nonomeHHe npusHaeT- 
CH M chelMalMcTaMM, UccAexywUJMMM 3alagqHoeBponelickue HOTHHIe 
ucroununu (Hiley D. Notation // The New Grove Dictionary of Music 
and Musicians. V. 13. P. 345). 


soni pereunt, quia scribi non  ghters of Jupiter and Memory. 

possunt. And if they do not remain in 
α person’s memory, sounds 
perish, because they can not be 
written down. 


It’s clear, that the author’s main goal was «to justify» what 
the poets had composed. To do this he had to explain the two 
aspects of the Musas, first, as an embodiment of music itself, 
and second, as a memory. To connect them into one whole, 
the most convincing way was to remind people that sounds 
of music exist only at the moment of sounding and then 
disappear. And in order to store them we need memory. But 
this interpretation had nothing in common with the reality, 
where notation became an integral part of musical life in 
Western Roman Empire. 

But surprisingly, in the West just as in the East, it was 
rather easy to find «soundless» centuries too. Really, in this 
case we can see that Boethius and Cassiodorus are the last 
authors to talk about antique notation. Thereafter, it is nearly 
five hundred years later before we find the first known manu- 
scripts with the medieval notation system, which are dated to 
the IXth—Xth centuries®. In other words, the situation corres- 
ponds to the one we observe when analyzing Byzantine sources. 


In order to make any conclusions from this information, 
we must combine two facts, although they contradict one 
another: 


%6 For example see: Tropen- und Sequenzenhandschriften. Répet- 
roire international des sources musicales. Herausgebenen von H. Hus- 
man. Miinchen-Duisburg, 1964. P. 110-111, 124-126, 128-129, 134— 
135, 137-189, 140-142, 152-155, 158-160. This situation is accep- 
ted by specialists, who are studying west European notation sources 
(Hiley D. Notation // The New Grove Dictionary of Music and Musi- 
cians, V. 13. P. 345). 
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a) MHOZO C6uUOeEMEeALCME AKMUGBHOZO UCNOML306QHUA HOM- 

HOz0 MAMepUaA, U3ZLOHEHHOZO Ha Xpynkom nanupyce, 

damupywwemca om III 6. 00 Η. 9. entomb Oo IV 6. H. 9., 

u a6cozimHoe omcymcmeue Homozpagureckux δοκὺ- 

MeHMo6 Ha NAOMHOM NepzameHe OM 3aKama aHmuU4- 
Hocmu enjlomb Oo IX-X 66.; 

6) a6conimmuxoe omcymcmeue Homozpagureckux OoKymen- 
mo6 om ϑακαπια aHmuuHocmu B6nazomd Oo IX-X 66. u, 
O@HOGpeMeHHO C aMUM, MHOZO ceudemesocme, nodOMmEepH- 
Oawujux akmuéeHoe UCNOAb3;06aHUe HOMaYUU 6 mom 
ace caMbiil nepuod. 

Takum o6pasoM, peub ΚΠΘῚ O pase MapagoKcoB, CBASAH- 

HbIX ὁ CyIJeCTBOBAHHeEM ΠΗΤΗΒΘΚΟΒΟ «6e33By4HOH ΘΠΟΧΗ͂». 

He ABAAIOTCA IM OHM PesyIbTATOM COMHMTeJIBHOM ΠΑΤΗΡΟΒ- 
ΚΗ MCTOUHMKOB? He 6yeM 3aGbIBaTb, UTO ῬΘΙΠΔΙΟΠΙΗ͂Μ apryMeH- 
TOM B 9TOM Jlese ceiiuac OKa3bIBaeTCA UX MameorpaduyecKHi aHa- 
nus. Ho Begb HayKa ΒΟΠΘ-ἩΘΒΟ ΘΙ NpucnocabMBaeT CBOM Πᾶ- 
jleorpaduyeckve ἩΔΟΠΙΟΠΘΗΜΗ Καὶ IIPHHATBIM e10 XPOHOJIOrM4eCKUM 
ΠΡΘΟΠΟΤΆΒΠΘΗΜΗΜ. ΠΟΘΤΟΜΥ AIA MpoBepKH NoceqHUX Naseorpa- 
duueckve JaHHble BPA ΠΗ MOryT CbIrpaTh pellaloll[yi ΡΟΠΡ. 

B cBA3u 6 STHM IpescTaBsAeTCA YemecooOpasHbIM AaTb Moka 
IpeANOMOKUTeILHEIM OTBeET Ha KaPAMHAJIbHbIM AA yKa- 
3aHHBIX MapaJlOKCOB ΒΟΠΡΟΟ: a cyulecTBOBAaIM ΠΗ BOOOMIe NATE 
cTONeTH, OT KOTOPEIX He COXpaHH0cb HH OAHOTO HOTOrpagH- 
yeckoro NaMsATHHKa? He ABIAIOTCA ΠΗ OHH CilecTBHeM ΗΔΙΙΗΧ 
3a6yXTeHHH, CBASAHHLIX C HeBePpHbIMH ΧΡΟΗΟΠΟΓΗΈΘΟΚΗΜΗ 
BO3s3peHHAMH? Beab MMeCHHO B TAKOM Cilydae BCe BbIABJICHHbIe 
ΠΡΟΤΗΒΟΡΘΈΜΗ HW HeCOrmacoBaHHOCTH aHHyJIMpyTca. 

Kosh cKOpo MBI cTapaeMcA M3y4HTb MpoOsemy «Oes3By4- 
HbIX» CTOIeTHH CO BCeX CTOPOH, TO HEOOXOAUMO MccsefOBaTh ΚΗ 
Tako Bolpoc. OqHaKo 3feCb MCTOPHK MYS3bIKM yoKe BPA πῇ 
MO?KET MOMOUB. 
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a) There is much evidence of the active use of notation 
material, found on fragile papyrus dated from the IIIth 
century B.C. to the IVth century A. D., and there is an 
absolute lack of any notation documents written on 
durable parchment in the period from the sunset of 
Antiquity until the IXth—Xth centuries; 

b) There is an absolute lack of notation documents in 
the period from the sunset of Antiquity until the IXth- 
Xth centuries, but on the other hand, there is much 
evidence confirming, that notation was actively used 
during that period of time. 

AS we can See, we are faced with a several paradoxes in 

the five centuries of the «soundless epoch». 

Could this be a result of the questionable dating of so- 
urces? We should remember that the main argument in 
this case is paleographic analysis of the documents. But 
scholarship, like it or not, adapts its paleographic ob- 
servations to accepted chronological views. Paleographic 
data, therefore, can hardly play a decisive role in verifying 
those views. 

Therefore, only a probable answer can be given to 
the cardinal question of the paradox: were there actually 
five-hundred years without a single notation manuscript 
monument? May these five-hundred years be a consequence 
of our confusion? In this case all paradoxes disappear. 

And if we are trying to view and study the problem of 
the «soundless epoch» from different angles, then we must 
research the question of the existence of those «soundless» 
centuries. Although a historian of music can hardly help in 
this case. 


Cnucor 


Hay4HEIx WH yqieOHO-MeTOAH4eCKHX TPyOB 
Bewlyujero HayaHoro coTpyqHHKa PoccHiicKkoro MHCTMTYTA 
HCTOPHM HcKyccTB, FOKTOpa HcKyccTBoBeseHHA 


Esrenua Buanumuposnya Tepumana 


Kuurn πὶ 6ponmopst 


1. AuTuuHOe My3bIKambHoe MbiuimeHue. JI.: Mysbika, 1986. 
2. Busantulickoe mysbikosHanue. JI.: Myspixa, 1988. 
3. Ilerep6yprekui Teoperukon. UccreqoBanue. Onecca: Bapuant, 


4. Mystixa Πρεβηϑΐᾷ Tpeunu u Puma. CII6.: Anetetia, 1995. 

5. MysntkanbHaa Boammana. CII6.: Taaron, 1995. 

6. Tpeyeckue My3bIKabHbie pykomucn Ilerep6ypra. Katanor T. 1: 
Poceniickan HanmonanbHan Bu6nuotexa. CII6.: ['naroa, 1996. 

7. B movcrtax necHonennit Γρθυθοκοῦ Iepxsu. Mlopdupuii Ycnexu- 
ΚΗ M ero KoMNeKUMA TpevecKUX MYSbIKAIbHEIX PyKoMucelt. CII6.: Ane- 
Telia, 1997. 

8. T'umu y uctoxos Hoporo sapeta. ΒΘΟΘΙ͂ΒΙ ὁ MY3bIKaIbHOM XU3HU 
paHHux xpucTuaHcKux obuin. M.: Myssixa, 1997. 

9. ANTMUHAaA My3bIKambHad MefaroruKa. CII6.: CII6. ryManurap- 
HEIN yH-T mpodcorosos, 1996. 

10. Tpeueckve My3bIKabHble ΚΌΠΟ Ilerep6ypra. Karanor. T. 2: 
Ἐπμδπμοτοκα Poceniickoit Akagemuu HayK, APXHB Ῥοοομδοκοῦ Ακᾶπϑ- 
mun Hayx, 6u6nu0TeKu YHuBepcutTeta μα ΘΡΜΗΤΘΚΘ. CII6.: U3n-Bo Bub- 
auorexu Poccuiickott Akagemuu HayK, 1999. 

11. «Cunoncuc My3bIKHU», HIM WaMATHMK aroHHM Musica specu- 
lativa. M.: Komnosutop, 2000. 

12. Ilponasiinve croreTua BusaHTuiicKon MysHKu. CII6.: MI «Γγ- 
MaHHTapHan Axagemua», 2001. 

13. Tlapapasni Esrenus Bynrapuca 0 My3biKe. M.: Mysnika, 2001 
(B ποτ Δ). 


CraTbu-uccrefoBaHHiAa 


14. BocnpusTue pa3sHOBBICOTHBIX 3BYKOBBIX oOmacTei B aHTHYHOM 
MysbikambHom // BecTHMK ZpeBHeli ucTopun. M.: Hayxa, 1971. Ne 4. 
Ο. 181-194 

15. ΠΡΥΗΙΠΒΙ opranv3allun «IMKHOHHBIX» 11 ¢AaNMKHOHHBIX» CTPYK - 
typ // Bompocst Mysbikopezenua. Beir. 2. Tpyabr TocyzapcerBeHHo- 
TO MYy3bIKaIbHO-HefsarormuecKOroMHCcTHTyTa MM. THecunpx. M., 19738. 


C. 6-26. 


Cmambu-ucc1ed06aHua 89 


16. OcHoBHBIe McTOpu4yecKHe aTalbl IBONIOUMU AHTMYHOrO 1anoBo- 
To mpllusenus // HayyHo-metoquyueckue 3sanucku JlanbHeBocTouHoro 
lleqarormueckKoro MHCTMTyTa UcKyccTB. BuaaguBocToK, 1978. C. 3-13. 

17. Παρακαταλογή χα ΤΡ Buna 3sByyaHua // Acta antiqua Acade- 
miae Scientiarum Hungaricae. T. XXVI. Fasc. 3/4. Budapest, 1978. 
P. 347-359. 

18. Καὶ sonpocy o MysbIKabHOM CHMBOmMKe ZpeBHoctTu // Cosert- 
ckasx My3bika. M.: Coperckuli Komnosntop, 1978. Ne 12. C. 128-130. 

19. ΠΡΟῦπΘΜΕΙ anTMUHOTO My3HKosHaHHA // CoBeTcKas My3bhika. 
M.: CopetcKui Komno3utop, 1983. Ne 5. C. 103-107. 

20. AHTMUHAA PyHKWMOHAIbHaA Teopua naga // IpoOnemsr mysul- 
KaJIbHOM HayKH. Buin. 5. M.: Coperckuii Komnosurop, 1983. C. 202-223. 

21. AHTWUHad My3bIKasbHad akycTuka 0 pesoHaHce // Gordon Athol 
Anderson. In memoriam. Wissenschaftliche Abhandlungen 49. Henry- 
ville-Ottawa-Binningen, 1984. S. 205-210. 

22. AKTyalIbHble IpoOJeMbI U3yYeHHA ΠΆΠΟΒΟΙ͂ opranusaluu Bu- 
3aHTMMcKOH My3biKH // BusanTulickuit BpemeHHHK. T. 41. M.: Hayxa, 
1980. C. 234-248 (Coasrop: C. A. MoHaxosa). 

23. CraHopienue [Bu3aHTHicKoi] My3biKanbHou KyubTyphi // Kym- 
tTypa Busantun. T. I: IV — neppas nonopuna VII ΒΒ. M.: Hayxa, 1984. 
C. 618-631. 

24. Boauul u espponelickoe MysbikosHaHue // CpenHue Beka. 
Bun. 48. M.: Hayka, 1985. C. 2383-243. 

25. «Katanor mecex» u3 Amurtypa (KAR 158, col. VIII) u nonoxe- 
HMA aHTMUHOTO My3biKo3HaHuA // BecTHMuK ΠΡΕΒΗΘΙ͂ ucTopun. M.: Ha- 
ya, 1986. Ne 2. C. 175-182. 

26. AnTuuHoe yyeHve o Mesoce // KputTuka wu My3biKo3HaHnve. Buin. 3. 
JI.: Mysnixa, 1987. C. 114-148. 

27. JleoHapa Suinep u ucTopua ofHOM My3bIKaIbHO-MaTemMaTuyec- 
Kou πο // PasButTue ugeli Oiinepa u coppemeHHan HayKa. CO. crate. 
M.: Hayka, 1988. C. 321-332. 

28. Tpeueckult yueOHUK My3HKM XVIII Beka // TlamatTuuku KyIbTy- 
ppt. Hoppie oTKpriTtua. IIucbMeHHocTh. MckyccTBo. Apxeonorua. Exke- 
ΤΟΠΗΜΚ 3a 1987 r. M.: Hayka, 1988. C. 161-177. 

29. UnctpymMentaIbHEh Katanor HWonmykea // Us uctopuu unct- 
PYMeHTAIbHOM My3blKasIbHOM KybTypbi. C6. crate. JI.: Jlenuurpag- 
ΚΗ TocylapcTBeHHbIM MHCTUMTYT TeaTpa, MYy3bIKM MH KMHeEMaTOrpamun 
um. H. K. Uepxacospa, 1988. C. 7-29. 

30. Tpeko-apa6ckasx My3bIKaibHO-TeopeTMuecKan pykomuch // 
Mys3bikanbHasd KyibTypa Cpequux Bekos. Teopus. Ilpaxtuka. Tpagu- 
mnu. JI.: JlesuurpagcKuit rocyqapcTBeHHbIli MHCTUTYT TeaTpa, My3bIKUM 
M KMuHeMaTorpadun uM. H. K. Wepkacosa, 1988. C. 5-13. 

31. JlagoToHanbHad TepMMHONOrTHA TpakTata Bosuua «De institu- 
tione musica» // IIpo6nemb MysbikanbHoM HayKMU. Boi. 7. M.: Coset- 
ΟΕ Kommo3sutop. 1989. C. 227-244. 


90 Cnucox mpydoe E. Β. Tepymana 


32. HeuspectHas HoTHad pyKonucb JleoHapga Oitmepa // Ilamat- 
HUKM KyibrypH. Hoppre oTKpHiTua. [lMcbMeHHOCTh. UcxycctsBo. Apxe- 
onorua. ExeronHuk 3a 1988 τ. M.: Hayxa, 1989. C. 155-159. 

33. Passutue MysbIkanbHol KynbTypbi [BusanTuu] // Kyzptypa 
Busantrunu. T. Il: Bropax noxosuna VII-XII ΒΒ. M.: Hayka, 1989. 
C. 155-159. 

34. Cassiodori De musica // Tpaguuuu B ucTOpHM My3sbikKanbHon 
KyAbTyph!. AuTuuHocTb. Cpefune Beka. Hopoe Bpems. JI.: Jiexuurpag- 
ckult rocyfapcTBeHHBIM MHCTUTYT TeaTpa, MYSHIKM αὶ KMHemMaTorpadun 
um. H. K. Uepracozpa, 1990. C. 3-27. 

35. TepmMunosormueckNe MapayoKchl BU3aHTMcKOM «musica theori- 
ca» // BusanTulickuit BpemeHuuK. T. 51. M.: Hayxa, 1990. C. 183-192. 

36. MyspikanbHaa KynbTypa no3qHel Busantuu // KyrpTypa Busax - 
run. T. III: XII] — neppasx nonopuna XY ss. M.: Hayxa, 1991. C. 528-550. 

37. 06 oXHOM BU3AHTHUCKOM My3bIKaJIbHO-TeopeTM4eCKOM MCTOH- 
uuxke // BenomoraTetbHble UcTopvyuecKHe AUcuMMAIMHE T. XXIII. 1.: 
Hayxa, 1991. C. 118-126. 

88. Modern perception of Ancient Greek and Byzantine Music // 
Orbis musicae. Tel-Aviv University, 1991. P. 39-49. 

39. MysnrkanbHo-Teopetuueckve 3HaHuA Muxanaa IIcenna // Bu- 
3aHTMiicKHit BpemMeHHuK. T. 54. M.: Hayxa, 1998. C. 75-80. 

40. ἤοδηη Pycckuit c Acoua // MysbikanbHan Axagemua. M.: 
Komnosutop, 1993. Ne 4. C. 155-156. 

41. Mysnrkospeqyueckue akcKypcH! Hukudopa Kanaucta Keantony- 
na // BusanTuiicxui ppemenuuk T. 55. M.: Hayxa, 1994. C. 203-209. 

4la. Mysprkopequeckue aKcKypch! Huxudopa Kanaucra Keanto- 
nyza // Tlanectuncruit cOopHuk (Ammepatopcxoe IIpasocraBHoe Ilanec- 
TuHCKoe obtecTBO). Bsn. 32 (95). CII6., 1993. C. 66-71. 

42. Tax ckasan anocton Ilapen // Mystikanbuaa Axagemua. M.: 
Komnosutop, 1995. Ne 3. C. 168-170. 

43. K saragkam Hacnequa mpotoncanta Moanna I'nuxu // Busax- 
Tulickuit BpeMeHHuk. T. 56. «MugpuKx», 1995. C. 215-227. 

44. Busantulickuit TpakTaT o mpepHerpetecKolt Tpareguu // MOY- 
ZEION. IIpoteccopy A. M. Saiinesy Ko guto 70-neTua. CIIO.: H37-Bo 
CII6. yu-ta, 1997. C. 274-281. 

45. «WucTpyMeHtanusm» B BU3aHTMiicKkol WepKoBHOM My3bIKe // 
Bonpocs! uneTpyMeHToBeyenua. Burn. 3. Poceviickuii MHCTUTYT ΜΌΤΟ- 
pum uckycets. CII6., 1997. C. 23-28. ; 

46. Duxomutt Ilertpy Benuxomy Β cborzax HamnonanbHol OubmM0- 
rexu // Poceusx αὶ Xpuctuanckui Boctor. Buin. 1. Mocxsa, «ΜΠ ηκπ- 
pu», 1997. C. 197-207. 

417. [Iza nuxa Anonuma Iltamma // BusanTulickuii BpeMeHHUK. 
T. 57. M.: Hayxa, 1997. C. 165-179. 

48. DOCUMENTA KOUKOUZELIANA // BusaHTulickuli BpeMeH- 
nuk. T. 58. M.: Hayxa, 1999. C. 104-116. 


Toxaadeol u me3zucvt dox1adoe 91 


49. Ogun Mapk μπῇ asa? // Pykomucuiie namatHuKu. Buin. 5. 
Pocenlickan HaunMoHanbHaa Βμδπμοτοκα. CII6., 1999. C. 97-118. 

50. Hayana poceulickol My3bIKaibHol BusaHTMHMCTUKN // Kenpzi- 
meBcKuK cOopHnk. MysbikasbHo-McTopryeckive urenua namatu FO. B. Ken- 
anima. 1997. M.: Toc. un-T uckyccTBosHaHua, 1999. C. 44-56. 

51. PenurvosHan My3blka alleKcaHIpMlickux eBpeeB Ha pybexKe cTapolt 
mu HoBolt app // ΓΡΘΚΗ mu eBpen: AuManor B MoKoNeHuAx. C6. Hayy. TpyzoB. 
Tpyapl no uynzanuke. Cepun «Punocomua, repMeHeBTMKa, KyIbTypoNorusar. 
Bam. 1. CII6.: Ilerep6yprekui espeiickum νη -τ, 1999. C. 264-278. 

814. Borocnyxe6Haad My3biKa ΟΟἸΠΜΗΒΙ TepaneBTos // BecTrHuK 
“pespHeit ucropuu. Ne 1. M.: Hayxa, 2001. C. 31-40. 

52. [[pepHerpeyvecKan opraHuka (10 McbMeHHBIM NaMATHMKaM) // 
Martepuanbl K SHUMKIONeAMM My3bIKaIbHbIX MHCTPYMeHTOB HAapOJOB MM - 
pa. Bum. 1. 0Π6.: Poccuitckult wH-T ucropuu uckyccTB, 1998. C. 16-35. 

58. KPATHMA ΟΡΓΑΝΙΚΟΝ // BusantTuiickuit spemenuuk. T. 59. M., 
Hayxa, 2000. C. 96-107. 

54. [[uckyccua ΠΠΜΉΟΙΟ Gonee yBaguaTH ctronerui // MouactTsip- 
ΟΚΔΗ TpaqMiMA B ApeBHepyccKoM MeByecKoM ucKyccTBe. K 600-neTu10 
ocHopaHua Kupumsno-Benosepckoro MoHactThIps. CII6., 2000. C. 274-287. 

55. Tepacum Xankeorysoc c commeHHukamnu // Yuensie 3anucKu Poc- 
euvickoro IIpasocnaBHoro yHusepcuteta am. Moanya Borocnosa. Baim. 5. 
M., 2000. C. 105-128. 

56. ΒΗ Το cneg B «Περὶ ὕψους» // Busantutickuk Bpemen- 
nuk. T. 61. Mocxsa «Hayka», 2001 (Β neuatn). 

57. Ilerep6yprexue astorpaps: Anoctona Koucraca // Canxt-Ile- 
TepOypr. MysbikanbHas KyibTypa B ZoKyMeHTax. IlyOnuKaunu. Uc- 
cnenopanua. CII6.: Jiesura, 2001 (Β neuarn). 


Aoknagu H TesHChI ΠΟΜΚΠΒΠΟΒ 


58. Ilonuc KiaccwyecKoro Mepvowa MW My3bIKaNbHbI «aBaHrapy» // 
VIII BeecotosHas Kondepenuua «BecTHuka ZpeBHeli uctTopuu» AH CCCP. 
Tesuchl ΠΟΚΠΆΠΟΒ. 1-3 uioHa 1981. M.: ΜΗ-Ὁ Beeodujeti ucropuu AH 
CCCP. 1981. C. 18-20. 

59. Munonaw u Apuctoxcen // CrapHHHas My3bIKa B KOHTeKcTe 
COBpeMeHHOM KYIbTYpH: MpoOeMbEI ΜΗΤΘΡΠΡΘΥΔΙΙ UM UcTOUHMKOBee- 
Hua. Matepvanbi My3sbiKoBenyeckoro KoHTpecca (MockKoBckas KoHcep- 
Batopua. 27.09-1.10.1989 r.). M., 1989. C. 227-240. 

60. Tlepueckan «KapMaHHasd aHTONOrua» u3 Spmutaxa // BusanTui- 
cKoe McKyccTBO uM AUTyprua. Hossie oTKprITHA. Kpatkue Tesch JOK- 
ΠΆΠΟΒ HaydHouw KoHdepeHIMu, NocBAWIeHHOM namatu A. B. Bank (11- 
12 anpena 1990 r.). JI.: Spmurax, 1991. C. 23-25. 

61. Busantua u Pycs. K προῦπθμθ My3bikKanbHOo-xyJO%#KeCTBEHHEIX 
KOHTaKTOB B XI—XII Bexax // Cyrillomethodianum. T. XV/XVI. Thessa- 
lonique, 1991/1992. P. 41-50. 


92 Cnucox mpydoe E. B. Tepyumana 


62. UccnexoBpatenb BUSaHTUMCKOM My3bIKM Tlopbupuit Yenenckunh 
(Tesuczr zornaga) // Poccuiickoe BU3aHTMHOBeZeHMe: MTOIU Mu llepenek- 
Tupi. Tesvcbl JoKMagoB u coobujeHuit Mex ,yHapoqHoOn KoHdepeHIMH, 
ΠΟΟΒΗΠΙΘΗΗΟΙ͂ 100-neTu10 «BusaHTulickoro BpemeHHHKa» ἡ 100-neTKI0 
Pyccxoro ApxeomoruueckKoro MHCTUMTYTA B KoxuetanTuHonone. CaHkT- 
Tlerepoypr. 24-26 masa 1994 r. CIIB.: Opmutax, 1994. C. 39-41. 

63. CaugeTenbcTBa O MYSbIKaIbHOM ΘΗΝ BU3aHTMMcKMxX MOHAC- 
ταιροῦ // Hacmenue MoHacTHIpcKoU ΚΥΠΡΤΥ͂ΡΡΙ. Pemecno. Xyfo2kecTBo. 
Vcrycctso. Ucropuxo-reopetuueckant Konepenuua. Tesucni. CII6.: 
Poceniickuit MH-T ucTopuu ucKyccTB, 1996. C. 8. 

64. Byzantine musical manuscripts of National Library of Russia // 
Byzantine Identity Image Influence. XIX International Congress of By- 
zantine Studies, University of Copenhagen, 18-24 August 1996. 
Abstracts of Communications. Copenhagen, 1996. P. 6344. 

65. JleoHapy Siinep u eBponelickoe My3bIKo3HaHHe XVIII pera // 
Tepmanus. Poccua. Ykpauna. MysbikaibHble cBa3M: UCTOpuA U coBpe- 
MeuuHocTs. Cankt-Ilerep6yprekuit ryMaHUTapHLIt yHUBepcuTeT mpodco- 
yo308. MucturyT HeMelKoit My3bIku Ha BocToke. Matepiannl Mex ,yHa- 
pogHoro cumnosuyma. Canxt-IlerepOypr. 27.09-1.10 1994 τ. CII6.: CII6. 
TyMaHMTapHEI yH-T ΠΡΟΦΟΟΙΟΒΟΒ, 1996. C. 69-76. 

66. PrrHouHas omuccen «Iletep6yprckoro TeopeTMKoHa» // lew» 
Hayku B Canxt-[lerep6yprcKoM ryMaHMTapHoM yHuBepeuTete προφῷοοιο- 
sop. MaTepnannt Kondepenunu 21-22 mas 1998 roga. CII6., CII6. ry- 
MaHUTapHEI yH-T ΠΡΟΦΟΟΙΟΒΟΒ, 1998. C. 253-257. 

67. BaranKu, octaBrenHiie AnekcaHyzpom Mesexilem // Tumuonorna. 
Marepuann MexazyHapoquolt HayuHol KoHdepenuun «IlamaTu ΠΡΟΤΟ- 
vepen JIMutpua Pa3yMoscKoro» (K 130-netuio MockoscKol KoHCepBa- 
tTopun) 3-8 cexTx6pa 1996. MockoscKasd rocyqapcTBeHHad KoHcepBa- 
tropua uM. Π. MW. Uaitkosckoro. — Yuenble ΘΠ Καὶ HayuHoro neHTpa 
pyccKol WepKoBHOl My3bIKM MMeHM MpoToMepes JimMutpus PasyMmosc- 
Koro. Bam. 1. Ku. neppas. M., 2000. C. 249-262. 

68. Tpoctu ama apnoca // Bonpochl MHCTpyMeHToOBeseHHA. C6. pe- 
ceparos. Brin. 4. CII6.: Pocevitckui MH-T UcTOpuM UcKyccTB, 2000. 
C. 38-42. 

69. Onaara Tpyza MpocbeccMoHaIbHEIX MYS3bIKAHTOB B AHTHYHOM ΜΗ" 
pe // eu» Hayku B Canxt-[lerep6yprckom ryMaHuTapHOM yHuUBepcute- 
Te mpodcoro3s0s. Matepvanst exeroqHoM Me2xKLyHapowqHOU HaydHo-ipak- 
Twueckolt KoncbepeHuuu «Cl yMaHMTapHad KylIbTypa Kak daktTop mpeo6- 
pasopaHua Pocenuu». 24-25 Maa 2000 roga. CII6., 2000. C. 56-58. 

70. Ypoku mpoulioro ἡ kype McTOpuM MySbIKM // TyManurapHoe 
oOpasoBaHHe: TpaqMuMuM M HoBanuu. ExteroqHan MexBy30BCKan KOH- 
gepenuua 16-17 espana 2000 roza. Tesucbl ΠΟΚΠΆΠΟΒ (PocenicKkas 
Axanemua o6pasopaHua, Pocculickuit rocyfapcTBeHHEIM megaroruuec- 

- un TyMaHH- 


AHTMYHAA ΧΥΠΟΣΚΕΘΟΥΒΘΗΗΔΗ KybTypa. (ΠΕ6.- 


VYueOnvle ποσοῦμα u yreourie npozepammot 93 


71. [se uctopwyeckve umocTacu WepkoBHoOl ΜΥΘΒΙΚῊ (M3 προϊππογο 
Tpeyecxont IIpapocnasyon Ilepksu) // Hayuno-merozuyeckue sanucku 
Poctosckolt rocyfapcTBeHHOM KoHcepsaTopuu. Poctos, 2001 (Β ποτ) 


ΘΗΠΗΚΠΟΠΟΠΗΘΟΚΗΘ cTaTLU 


72. Tlaxumep. IImcarop. IInaton. IInytapx. Tlopdbupuit. Πτοπο- 
Mei. Pancog. Cupuure. Tepnanazp. TuOua. Tumnan. Purypauua. Dop- 
munkc. Illave. Osdouus. ϑπμημκυά. SnuTanama. Suuradbus. Ipuyre- 
Ha CxoTt // MysbikanbHas oHUMKIonenus. T. IV-VI. M.: Copetckan 
SHUMKIONenNA, 1978-1982. 

73. BoenHasa Mysbixa. Bynrapuc Esrenuiit. Erepckuit neit6-reap- 
πῆμ nomk. Usmatinoscxnui nei6-rsapquu Konnorsapszefickuit nom. Ipe- 
oOpaxeHcKuK meM6-rBapaMu nomkK. Iinep Jleonapa // Mysnikanpunit 
Ilerep6ypr. Sxunkonegnyeckul cnoBaps. XVIII sex. Kuuru 1-8. CII6.: 
Komnosurop, 1996-1999. ἡ 

74, ΑΒποο. AnTuctpoda. Βυκαμηδ. JIupupam6. Tumun. Kudbapa. Ko- 
pudenr. JIupa. Ona. Ileau. Ipocogus. Pancog. Cupunra. Ckanbay. Tum- 
aH. Popmunra. OBchonua. OnutTanama. OQuutradua. Oxo // MysprKanp- 
HbIM 9HIMKIoNeqMyeckui cnopapb. M.: CopercKkaa aHuMKonequa, 1990. 


Penensun 


75. Thomas J. Mathiesen. Bibliography of Sources for the Study 
of Ancient Greek Music. Music Indexes and Bibliographies. New Jersey. 
1974 // Becruux apesHeit uctopuu. M.: Hayxa, 1978. Ne 2. C. 227-229. 

76. Kilmer A., Crocker R., Brown R., Sound from Silence. Recent 
Discoveries in Ancient Near Eastern Music. Berkeley, 1976 // Becrt- 
ΜΚ ApeBHeH uctopun. M.: Hayxa, 1979. Ne 8. C. 211-214. 

ΤΊ. Baéxun A., Hendeyoe B. Cnoppb MHOASHIUHEIX BLIPAKeHMM τ 
enos. JI., 1981 // Ussecrus Akagemuu Hayx CCCP. Cepua mutepaty- 
phi u asprKa. T. 41. Ne 5d. M.: Hayka, 1982. C. 467-469. 

78. McClain E. The Pythagorean. Prelude to the Song Itself. New 
York Nicolas Hays Ltd., Distributed, by Eastern Book Co // Becruuk 
apesHelt uctopunu. M.: Haya, 1982. Ne 8. C. 185-188. 

79. Thiemer H. Der Einflu8 der Phryger auf die altgriechische 
Musik. Verlag fir systematische Musikwissenschaft. Bonn—Bad 


Godesberg, 1979 // BecrHuk ypesHeii ucropuu. M.: H 
4. C. 181-187. = Ὁ: Hayka, 1984, Ne 


YueOunre ποοοῦμη ἢ yue6HEIe MporpamMBI 


80. MysnikanbHas KyabTypa J[pesueit Tpenmu: Yue6. ποοοῦμα // 


accuerul roe. me 


